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HIGH FIDELITY 


GOSPEL MG-3011 


THE VOICES OF JORDAN 

Here are a selection of Gospel songs sung with fervor and 
feeling by a group of young artists who are creating a sen- 
sation wherever they appear. Sincere Gospel renditions soothe 
and stimulate the mind and body and THE VOICES OF 
JORDAN are true exponents of the art. 

Memories of the old time religion will stir and embrace 
you as you recall the Little Church down the road with its 
sights and sounds that permeated the air on a clear, cool eve- 
ning, the Preacher as he majestically preached the sermon and 
grew taller with every word, the choir, as their sad and 
soulful voices drifted through the open windows. All these 
memories return when listening to this album. 

The selections contained herein have been especially ar- 
ranged to exemplify the versatility of the group and the 
results promise a rewarding listening experience. 

Single Records Available 

GOSPEL 1037 — GO TELL HIM WHAT YOU WANT 
MY JESUS LOVES ME 
GOSPEL 1043 — IT’S GETTING LATE 
OUR TRUST IN GOD 

GOSPEL 1049 — A CHILD CRYING TO HIS FATHER 
SHAKE MY MOTHERS HAND 
GOSPEL 1065 — MARY, MARTHA AND LAZARUS 
EVENING SHADES 


SIDE A 

7. Mary. Martha and Lazarus 

2. He's Good To Me 

3. Rock The Cradle 

4. Everythings All Right 

5. Evening Shades 

• • 

SIDE B 

1. Talk To Jesus 

2. Shake Mother's Hand 

3. A Child Crying to His Father 

4. Trust In God 

5. A Christian Testimony 

• • 

Ail compositions copyrighted by 
Savoy Music Co., B.M.I. 


This record was designed for use with a cartridge (design'd for the 45-degree system) 
and a speed of 33*/j rpm. Under no circumstances must this disc be played with an all-purpose 
cartridge designed to play both 78 and 33*/j rpm discs, or one designed for another speed. This 
will ruin the grooves and void the manufacturer's guarantee. This record has been inspected and is 
guaranteed to be free from scratches and mechanical defects. Further technical information on this 
disc, and its playback specifications may be had by writing INFORMATION SERVICE, at the 
address below. 
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Philo Records encourages the artist 
to assume full creative control 
of hisor her album. 
This record 
is as conceived 
by the artist 






It's been a few yeats since I made my last album and, 
periodically. I would get anxious and somewhat distressed 
because I wasn't mailing another one. After all. finding a 
company that would go along with giving me complete control is 
a pretty hard thing to do. But. then I would think about the fact 
that I didn't yet have the songs together to present the concept of 
this album, anyway. I knew I wanted a sequence and an 
anthology of short stones that could loosely hang together. I 
realized a while back that it took time to either hear the right 
songs when they came along or to write them. 

It was truly exciting to come upon a company like Philo 
Records who (while having all the most advanced recording 
equipment that any large company would have) are committed to 
allowing the artist complete freedom in putting together an 
album. This policy is diametrically opposed to that of the big 
companies. A person must be a star first before a large company 
will consider them bright enough to know what they are doing. 

I'd like to thank Bill and Mike and the people of Philo. Al 
McKenney. all the musicians who played (special thanks to Abby 
for playing in F# ). and everyone who helped me to make this 
album. 

Mary McCaslin 
Vermont. 1973 


I find it hard to compose some sort of a series of essays 
depicting my feelings concerning each song. That's what the 
songs are supposed to do. Besides, everyone should take what 
they can get from them. To me. songs do one or both of two 
things, usually both. They either take the listener away to another 
place or time; or else, they hit home in some way and the listener 
identifies with that song or some statement in the song. Or, like I 
say. the song does both . . 

So. I'll just mention a few things concerning these songs . . 

"Oh Hollywood" was written by a good friend, named Bob 
Simpson. The stars in the sidewalks (for anyone who has never 
been to. or heard much about Hollywood) ate a tourist's delight. 
They run all along the sidewalks on both sides of Hollywood Blvd. 
(and some other streets around there) in the section of Los 
Angeles known as Hollywood. Along with each star is the name of 
either a movie star, such as John Wayne or Elizabeth Taylor; a 
recording star, such as Vaughn Monroe or Patti Page; or a 
television star, such as Jack Webb or Donna Reed. Hollywood 
Blvd. is full of tourists walking into each other and Jesus freaks 
passing out their bible tracts. The whole town is full of people 
trying to make it in either the music business or the acting 
business. 

"Waiting", by John Edlund and Maury Manceau is a song I wish 
I had written. It certainly conveys the frustration and confusion 
any musician probably feels most of the time when dealing with 
the music business and its whims. You have to be prepared to 
''hurry up and wait" when you decide to make a living at 
music-or when you become romantically involved with someone. 

The arrangement lor "Waiting" is based on one by three friends 
of mine: Maury Manceau. Bruce Buell, and Craig Saxon. I've 
changed a few words to make it more singable for me. 

I love the old rock 'n' roll hits of yester year. "Let it Be Me" was 
always one of my favorites, as were so many of the Everly 
Brothers' recordings. 


I think Randy Newman's "Living Without You" is pretty plain. I 
substituted the word "traffic" for "subway" when I decided to 
sing the song. There aie no subways in Los Angeles. 

"Way Out West” is one of the first songs I wrote. I tried to paint 
a picture of the part of the west where I wanted to be. 

Three quarter time ballads are not the only way to create that 
picture; in fact, tor this song. I don't think three-quarter time 
would have woiked. The chords would have been the wrong color 
and couldn't have blended with the woids. I love story songs and 
this was my first attempt at writing one. 

"Down the Road" is just a little song about travelling around 
the country and singing. It needed to move the same way that 
"Way Out West" did. so I could keep the feeling of that kind of 
travelling along motion. 

"The San Bernardino Waltz" and "Ballad of a Wanted Man" are 
my three-quarter time story ballads. I even sometimes think of 
them as outlaw ballads. 

When I wrote "Circle of Friends", it started out as a pretty 
bitter song. But. as I got toward the end. it became much more 
mellow, because I realized how fortunate I am to have my circle 
of friends, 

"Northfield" is about a feeling. So many people have the 
attitude that they must give up everything and everyone to "be 
free". I just wonder if the price is worth it. 

It took me a long, long time to finally write "Young Westley". It 
could fall into the outlaw ballad category, too— but it is also a 
love song. 

About Mary McCaslin 

We moved to California (the suburbs of Los Angeles) when I 
was six years old. I had always loved westerns on TV. and was 
excited to be moving out west where there would be wide open 
spaces and cowboys and horses. However, L.A. didn't quite turn 
out to be like that. 

I grew up listening to country and western music and 
rock'n'roll. I always had music in my head. In fact, my father 
once said that if I ever fell and split my head open, little guitars 
and horses and records would fall out. 

I loved Marty Robbins' western ballads, but could never 
imagine myself singing about gunning down someone with a long 
barrelled gun in the name of law and order, or because I was 
goaded into it. or to satisfy a grudge. But the music-all those 
three-quarter time ballads— painted beautiful pictures. The 
tawny colored prairie, windy starry nights, and jagged 
badlands— those are the pictures I saw. 


I used four guitar tunings other than standard tuning on this 
album. I used Open D, Open C. Open G minor, and an E 9th 
tuning. 


The Open C like this: 


The Open Gm: 

G 


For the E 9th tuning, only one string is tuned differently. 
E 


Use the Em position and it makes an E 9th chord. 


Mary McCaslin 
Jim Ringer 
Jay Ungar 
Doug McQaran 
Martin Grosswendt 
Abby Newton 
Paul Combs 
Produced by 
Engineered by 


all vocals, lead guitar 
rhythm guitar 
fiddle 


Mary McCaslin & Bill Schubart 
Bill Schubart. Mike Couture 
& Alfred Gertler 


Fred Hill 

Huston Associates 


Recorded at Earth Audio Techniques. Inc.. No. Fetrisburg. Vt. 
Library of Congress Catalog No. : 73-750921 
© Philo Records, Inc. 1973 
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1. Music Strings / Oh Hollywood 
Mary McCashn/Bob Simpson 4 14 
(guitar in C tuning] 

2. Waiting -John Edlund -Maury Manceau 3:34 

3. Let It Be Me-Becaud Delano 3:00 
(guitar in G minor tuning] 

4. Living Without You -Randy Newman 2:01 
(guitar in C tuning] 

5. Way Out West- Mary McCaslin 4:14 
(guitar in E 9th tuning] 


1. Down the Road- Mary McCaslin 2:25 
(guitar in D tuning] 

2. San Bernardino Waltz- Mary McCaslin 2:21 

3. Circle of Friends- Mary McCaslin 4:39 
(guitar in D tuning] 

4. Ballad of a Wanted Man- Mary McCaslin 2:57 

5. Northfield- Mary McCaslin 2:45 
[guitar in C tuning, rhythm guitar in G] 

G. Young Westlcy-Mary McCaslin 5:09 
(guitar in D tuning] 


The Open D looks like this: 
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MICHAEL FRANKS 


ONE BAD HABIT 


BASEBALL 

Ev'ryone sings, "Home of the 
brave and land of the free" 
You've had twenty wins and one 
save, now you're up against me 
How can / keep control of my 
nerves? The way you wind-up 
when you 

Throw me those curves ? 

I hear him yell, “strike?' and it's a 
good call 

It's so hard to keep my eyes on 
the ball 

( chorus I 

On the baseball 

Love is just like baseball 

AH it is is baseball 

Love is just like baseball 

You have played with me like a 

pawn 

For most of the night 
Mow'd you get your uniform on 
So perfectly tight? 

You struck me out twice 

/ singled but died 

Then you made me pop up 

By sneakin' inside 

I'm gonna change that sneer to 

respect 

Make your eyes open wide 
When you feel me connect to the 
baseball 

Here / am behind in the ninth 

The count's 3 and 2 

End the game like Beethoven's 

NINTH 

Is what / must do 

So now that we're here 

Alone in the dark 

I'm gonna send this 

Right out of the park 

If I was you I'd leave it alone 

‘Cause I'm tearin' 'round third 

Slidin' towards home 


INSIDE YOU 

Remember, when your kite hits 
the ground 

And your smile turns upside 
down 

It's only going on inside you 
Whenever the libretto won't do 
And all the notes become too 
blue 

Remember there's a song inside 
you 

I chorus ) 

Cara mia, if you're ever lost at 
sea 

Just call on me 

You always have my love to 

guide you 

When you give more than you're 
gettin' 

When the tempest starts to 
threaten 

You always have my love to hide 
you 

You always have my love inside 
you 

Whenever you are feeling some 
curse 

And you get locked into reverse 
Then just send up a flare and I'll 
find you 

Or anytime your engine won't 
start 

From running on a broken heart 
Remember that the past is 
behind you 

ALL DRESSED UP WITH 
NOWHERE TO GO 

The night / met you 
We were try in' to define 
What "hip" meant 
How could I forget you 
You were shakin' all that fine 
Equipment? 

Listen you, 's' been a week or two 
And still you got me waiting 
Anticipating 

Little fawn did you lead me on 
Because you really want it 
Or just to flaunt it 
What you try in' to do? 

You can't shift this thing 

From high down into low 

It's a shame just a game 

And I'm blamin' you 

'Cause now I'm all dressed up 

and / got 

Nowhere to go 

You're so bitter sweet 

The sign says, "All that you can 

eat" 

But I still ain't seen it 
And I've heard it said 
That a lady dressed in red 
Don't really mean it 
Listen you . . . 


LOTUS BLOSSOM 

So empty like sky 

Without any sun 

Lotus Blossom, don't cry 

You and / were meant to be one 

And though we're apart 

It won't be for long 

/ come to you 

In my song 

So happy we two 

Like sparrows in spring 

Lotus Blossom, it's true 

Me and you like bow upon string 

I live for the day 

My journey will end 

So / can touch you again 

And in my dream 

You are always there with me 

A Tahitian fantasy . . . 

But then the film just breaks 
And / wake . . . 

Lotus Blossom ! 

ON MY WAY HOME TO YOU 

Lost my way again 
And it wasn't hard to do 
When I'm away from you 
It seems the meaning runs out of 
my life 

Swept away again like a sailor 

tossed on the tide 

How much longer can / hide the 

pain 

/ feel with you out of my life 

( chorus ) 

And we cut to ending and I’m on 
my way home to you 
That lucky old sun will shine 
again 

On my way home to you 
Suddenly love's so M-G-M and 
I’m on my way home to you 
I’m gonna make you mine again 
On my way home to you 
It's a tragedy. / can’t believe I sent 
you away 

Now / can’t even say 

How badly / need your love to get 

by 

Guess it's gravity. When you fly 
so high you will fall 
And now we have this wall of 
hurt 

And feelings so hard to get by 

f chorus ) 

And we cut to ending and I’m on 
my way home to you 


ONE BAD HABIT 

Here's my routine, / have retired 
from the late scene 
When midnight rings I'm in bed 
listening 

/ wake up at five; run by the river 
till the sunrise 
As ev'ry body knows, I'm 
disciplined 

I chorus I 

I just have one bad habit, only 

one bad habit 

Yes / do 

Yes indeed / do 

/ just have one bad habit, only 
one bad habit and it's you, 
mama, it is you 

You got some strut 

You're like a hit of something 

uncut 

I'm always bouncin' in the buff 
with you 

It's funk redefined 
And even after we have 
mainlined 

I just can't seem to get enough of 
you 

LOVING YOU MORE AND MORE 

Mysterioso, how / met you 
Was it the Honolulu night? 

Stars so bright, sea so blue 
Down on Waikiki with my arms 
around you 

With my arms around you 

I chorus ) 

One thing's for sure; I've been 

loving you more and more 

And for sure I'll be loving you 

more and more 

Yeah, for sure I'll be loving you 

more and more 

And more and more 

It's furioso how you love me 

We jumped the broomstick way 

back when 

Rainbow's end, me and you 
It's against the law when we do 
what we do 


STILL LIFE 

In watercolours the lovers, 
enraptured 

The moment is captured 
The faint light reveals them 
Their closeness conceals them 
The warmth of this scene 
Floats in ultramarine 
It rivets the vision 
It's great composition 
The curve of her hair 
And the manner in which they’re 
Embracing leaves no doubt 
Their kiss keeps the world out 
The painter has shown them 
As if he had known them 
Consider this sample 
A perfect example of 
Still life 

HE TELLS HIMSELF HE'S 
HAPPY 

Look at him. He dials the number 
Lucky Jim, he's so 
misunderstood 
So he slams it down for good 

( chorus ) 

And he tells himself he's happy 
He tells himself he's happy 
He tells himself he's happy 
He tells himself 
Puddin' tame with Dr. Gizmo 
She's got a pain for which there 
is no cure 

She's a soloist for sure 

( chorus ) 

So she tells herself she's happy 
So she tells herself she's happy 
Look at me. I'm right where you 
left me 

How pitifully / face that empty 
bed 

I'm just hangin' by a thread 
But / tell myself I'm happy 

(chorusl 

So I tell myself I'm happy 
So you tell yourself you're happy 


Conversation and inspiration: 
Bruce and Patricia Berg, George 
Gerrity, Astrud Giiberto, Ron 
Goldstein, Carmeia Kassoff, 
Peggy Lee, Johnny Mercer, Mo 
Ostin, Maurice Rodgers, Alan 
Rosenberg, Donna Russo, Ricky 
Schultz, Carl Scott, Sonny Terry 
and Brownie McGhee, Fred 
Valentine, Lenny Waronker, 
Peter Whorf. 



Music has power to loosen the 
grip of obscure emotions. The 
enthusiasm of the heart 
expresses itself involuntarily in a 
burst of song . . . from 
immemorial times the inspiring 
effect of the invisible sound that 
moves all hearts, and draws 
them together, has mystified 
mankind. 
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SIDE ONE 
BASEBALL 

Horns arranged and conducted 

by Jerry Hey 

Neil Jason: Bass 

Rick Marotta: Drums 

David Spinozza: Guitar 

Don Grot nick: Fender Rhodes 

Piano 

Sylvia Shemwell, Yolande 
Howard and Petsye Powell: 
Background vocals 
Ray Armando: Percussion 

INSIDE YOU 

Strings arranged and conducted 

by Clare Fischer 

Dennis Belfield: Bass 

Rick Marotta: Drums 

David Spinozza: Acoustic and 

electric guitars 

Tennyson Stephens: Pianos and 
acoustic solo piano 
Lenny Castro: Percussion 
Andre Fischer: Percussion 
ALL DRESSED UP WITH 
NOWHERE TO GO 
Horns arranged and conducted 
by Jerry Hey 
Dennis Belfield: Bass 
Rick Marotta: Drums 
Rick Zunigar: Guitar 
Hugh McCracken: Guitar 
Tennyson Stephens: Fender 
Rhodes piano and clavinet 
Ray Armando: Percussion and 
congas 

LOTUS BLOSSOM 

Synthesizer arrangement by 
Larry Williams 
Dennis Belfield: Bass 
Rick Marotta: Drums 
Eric Gale: Guitar 
Rick Zunigar: Acoustic guitar 
George Sopuch: Rhythm and 
electric guitar 

Tennyson Stephens: Fender 
Rhodes piano 

Larry Williams: Synthesizers 
Andre Fischer: Tambourine 
ON MY WAY HOME TO YOU 
Horns and strings arranged and 
conducted by Jerry Hey 
Dennis Belfield: Bass 
Andre Fischer: Drums and 
percussion 

George Sopuch: Guitar 
Tennyson Stephens: Fender 
Rhodes Piano 
Lenny Castro: Percussion 


SIDE TWO 
ONE BAD HABIT 

Horns arranged and conducted 

by Larry Williams and Bill 

Reichenbach 

Dennis Belfield: Bass 

Andre Fischer: Drums and 

percussion 

Eric Gale: Guitar 

David Spinozza: Rhythm guitar 

Tennyson Stephens: Fender 

Rhodes piano 

Larry Williams: Synthesizers 
LOVING YOU MORE AND MORE 

Horns arranged and conducted 
by Larry Williams 
Neil Jason: Bass 
Rick Marotta: Drums 
David Spinozza: Guitar 
Don Grolnick: Fender Rhodes 
piano and clavinet 
Jerry Hey: Flugelhorn solo 
Lenny Castro: Percussion 
STILL LIFE 

Eddie Gomez: Acoustic Bass 
Andre Fischer: Drums 
David Spinozza: Acoustic and 
electric guitars 
Don Grolnick: Acoustic piano 
HE TELLS HIMSELF HE'S HAPPY 
Horns arranged and conducted 
by Larry Williams 
Dennis Belfield: Bass 
Andre Fischer: Drums and 
percussion 
Eric Gale: Guitar 
Tennyson Stephens: Fender 
Rhodes and acoustic piano 
Sylvia Shemwell, Yolande 
Howard and Petsye Powell: 
Background vocals 

Horn Section: Jerry Hey, Larry 
Williams, Kim Hutchcroft, Larry 
Hall, Bill Reichenbach 

Jerry Hey, Larry Williams and 
Kim Hutchcroft courtesy of A&M 
Records, Inc. 

Eric Gale courtesy of Columbia 
Records 

Andre Fischer courtesy of Sweet 
Street Productions 


AH songs by Michael Franks 
except "Lotus Blossom" I Music 
by Don Grolnick, L yrics by 
Michael Franks). 

All Songs © 1980 Warner- 
Tamerlane Publishing Corp. & 
Mississippi Mud Music Co. 
except ”L otus Blossom," © 1980 
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Tamerlane Publishing Corp. 8/ 
Mississippi Mud Music Co. 

Rhythm arrangements by Andre 
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Mastering Lab, Hollywood 
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Don was our first born. I had many dreams of what he would be. However, when he was a week old and we took him to 
be dedicated to the Lord, I had a spiritual insite into what he would really be. God let me know I was not just dedicating 
him back to the Lord, but to his service, to be used of him. When Don was a small lad he had a sickness and was run- 
ning a very high fever. We prayed for him but nothing happened. God spoke to me to send my husband to bed. I did and 
took Don in bed with me and started praying for him. I was once again reminded that all would be well as he was dedicated 
to the service of God. During the night I woke up realizing that the devil was surrounding the bed, trying to pull Don off. 
My faith did not falter becaused God had told me before what Don would be. I rebucked the devil and victory and healing 
came. While Don was pastoring a church, he began to build houses on the side. He was so good he became in demand. 
Soon it was more houses and less of Gods work. He had his house, his swimming pool, his boat and his airplane;but not 
Gods will for his life. One morning God woke me up at five and dicated a letter Don. What I told him was exactly what 
had happened at the same time I wrote him. Gail had fallen in the swimming pool and was going down for the last time. 
Then Don realized Gods Way is the best way after all. Tho the hours are long, the pay not the best, the trails many, I 
know where Don will be, Giving out the Gospel of our Lord. 

Mom Storms 


FiH 


What a wonderful feeling to have a son using his musical talent to witness for Christ! As a small boy, Dallas showed 
musical talent by playing many familiar tunes by ear on a small xylophone we had bought for him. A friend who 
taught music heard him one day and said we should be sure and give him piano lessons. So when he was about nine 
years old he talked us into buying a piano so he could take lessons. He did very well and later on learned to play a 
slide trombone and played in the high school band from the sixth grade to the end of high school. All of these years 
we took Dallas to Sunday School and church and he was active in all phases of church work, teaching Sunday School 
and singing in the choir. Then after graduation from high school (1959) a neighbor asked him to play the piano for a 
gospel quartet. He has been playing and singing in gospel quartets ever since. In 1968 he was hired by Don Storms 
to be the pianist for The Kings Keynotes now renamed the Envoys. All while our son was growing up we prayed God 
would lead him to live a Christian life. God has surely answered our prayers. We hope you will enjoy this new 
album and it will help to bring you closer to Christ. 


Mom Henry 




Ronnie was born into our home, the oldest of five children. What a joy it was to have them in our home. Early in 
Ronnie's life there was a response in his heart to the movings of the Holy Spirit. He loved music and constantly 
listened to the recordings of the Blackwoods, Laceys, Paler mos, and others. Every Sunday he and his three brothers 
were seated on the front pew, each with his instrument to boost the song service. Ronnie, with his trumpet, Earl, 
with his baritone, Howard, trombone, and Dick, trumpet. Little sister played clarinet for a while. How lost we are 
and were without them. At sixteen, Ronnie was described as an unusual teenager, because of his compassion for 
older people. He gave his music instructor a hard time because he picked tunes up so quickly and didn't watch the 
music. We never dreamed he would be a singer -- the field of music -- yes. How happy we are that God has called 
him to sing and preach the Gospel. What a glorious privilege! 

Mom Kelly 


God seemed to have breathed spiritual understanding into Brandt from his very conception. I cannot recall a time when 
he didn't seem to perceive spiritual things. At the age of two years he walked to the altar and committed his life to 
Christ. We wondered how real Christ could be to one so young. At three and a half years old, on Easter Sunday he 
stood up on the pew and addressed the congregation until everyone in the church was weeping. At five years I discovered 
him leading his friend to Jesus in his bedroom. His efforts didn’t stop with his own peer group. One Sunday a very 
imposing wealthy man entered our church. God came very close through the testimony of a converted alcoholic. The 
next thing we knew, Brandt was sitting beside this gentleman and was leading him to Jesus. The successful businessman 
was weeping bitterly. Musically, Brandt started young. I use to rock him and sing to him from the day he was born. He 
would place one ear on one side of my throat and his hand on the other side. He would sing along in his way--: his volume 
rising with mine until real tunes became audible. By eleven months he could hit perfect pitch with words of a song I had 
just sang for a funeral about that time. At five and a half Brandt started formal piano lessons and at eight years old he 
was playing trumpet, tutored by his father. I have been very close to this son of mine. Every step he has taken, I 
would submit to God. One Sunday as the choir at Evangel Temple, Toronto, entered the loft, I saw a beautiful, unspoiled 
girl. I had no idea who she was but I began to pray, "O God, please send a beautiful girl into my son's life, like the one 
I'm seeing. " Today she is my son's wife without one word or effort on my part. Brandt is destined to be a power for 
God as long as he remembers that EVERYTHING HE HAS BELONGS TO JESUS. 

Mom Gillespie 


SIDE ONE 

FILL ME NOW 
DON'T TAKE MY CROSS 
JESUS IS COMING SOON 
SWEET, SWEET, SPIRIT 
THE LORD'S PRAYER 


SIDE TWO 

LOST, SEARCHING, FOUND 
HE LOOKED BEYOND MY FAULT 
LIFE IS WORTH LIVING 
I KNOW 

THE OLD RUGGED CROSS 


WARNINGI Check youi needle regularly. A defective 
needle will not only biing distoited sound leproduction , 
but moy peimonently damage youi records. This recot d- 
ing is worthy of the finest needle . Majestic Recordings, 
Box 253, Rockaway, New Jeisey 07866 


Produced by - Don Storms Recorded by - Sing Studios Background by - Goss Brothers 
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Character Pieces -A Russian Tradition 


T he most authentic flavor of a country is often given us by its less 
famous artists, its so called minor masters. The giants of music are, 
by definition, exceptions. They may move us more deeply, so deeply that 
we call them “immortal” masters of a “universal” language. But the more 
universal they are, the less local charm they are likely to have. For the 
more characteristic, intimate picture, we turn to the lesser, but beguiling, 
group of minor masters. 

The most personal and perhaps the most inwardly Russian of our selec- 
tions on this disc has the most abstract title: Arensky’s Variations on a 
Theme by Tchaikovsky. When Tchaikovsky died in 1893 Anton Arensky, 
a former pupil, now an eminent composer in his own right, honored his 
master’s memory in a string quartet. The slow movement of Arensky’s 
quartet was a set of variations on one of Tchaikovsky’s most beautiful 
songs. Legend, about the infant Christ, from Tchaikovsky’s famous set 
of Sixteen Children's Songs, Opus 54. Later Arensky arranged his varia- 
tions as a separate work for string orchestra. 

It consists first of the melody in its simple original form. There follow 
seven variations. In the seventh variation Arensky introduces another 
Tchaikovsky reminiscence: a gently throbbing, three-note figure taken from 
one of the most popular of all Tchaikovsky works, the Andante Cantabile 
of his First String Quartet. Arensky gives this poignant accompaniment 
figure to muted violas while above them muted violins present the main 
melody upside down as if in a mirror. Finally the original version of the 
melody dies away in a sorrowing coda. 

Grotesque humor has long been characteristic of Russian music. One 
of the earliest Russian orchestral grotesques was Dargomyzhsky’s fantasy 
on the witch of Russian fairy talcs. Baba Yaga. She seems to have been a 
popular witch, for a generation later Moussorgsky included her in his piano 
Pictures at an Exhibition of 1874 and still later Anatol Liadov painted her 
orchestral portrait in his Baba Yaga of 1905. 

Baba Yaga has the witches’ habit of eating people; she prefers young 
children, whom she steals and cooks. She lives in a remote clearing of the 
forest, where her hut standing on chickens’ legs spins around and around. 
When she rests on the floor, her nose touches the ceiling. When she travels, 
as she does in Liadov’s music, she comes out into the yard and whistles 
sharply. A great iron mortar and pestle appear. She sits in the mortar, push- 
ing it through the air with the pestle and sweeping her traces from the sky 
with a broom. The trees squeak and the dry leaves rustic as she disappears. 

Liadov was a Romantic, a poet of the orchestra, who detested reality 
and was drawn to the world of legends and sprites. He was also so morbidly 
self-critical that he never succeeded in finishing the legendary opera, 
Sorynslika, on which he worked for many years. All he ever published of 
that work was a pair of tone poems or “legends for orchestra" as he called 
them. The Enchanted Lake and Kikimora. 

The Enchanted Lake begins and ends so softly and is painted in such 
elusive tones: the shifting iridescence of the harp, muted strings, and soft 
glinting wood winds, that it suggests a dream rather than any of that 
reality which Liadov dreaded. 

Kikimora is a tone portrait of a small Russian goblin, black, thin as a 
straw, and with a head as small as a thimble. Kikimora is raised by a sor- 
ceress far away in the mountains: rocked all night in a crystal cradle, 


entertained all day with tales of lands beyond the sea told by the sorceress’s 
magic cat. The fly-leaf of Liadov’s score quotes the fairy tale. When Kiki- 
mora is seven years old and grown up, it takes to domestic places, living in 
ovens, where its strange noises disturb sleeping people and portend evil. 

Armenian by birth, Aram Khachaturian has had a life-long interest in 
his native Armenian and other oriental musics, an interest which follows 
the long Russian tradition of “orientalism” and which is further encouraged 
by the Soviet Government’s fostering of the cultures of its constituent 
nationalities. The two Armenian Dances performed here in a special ar- 
rangement by Ralph Satz, were originally composed for a Red Army 
Cavalry band in 1943. 

The great medieval Russian epic. The Tale of Igor's Army, appealed 
mightily to Romantic Russians of the nineteenth century and particularly 
to Alexander Borodin, who worked for many years on an opera. Prince 
Igor. He left it unfinished at his death in 1887 but the score was completed 
and orchestrated by his two friends, Glazounov and Rimsky-Korsakov. 

The Overture was a part of the opera which Borodin had never written 
down. But he had completed it in his head and often played it to a group of 
friends on the piano. Fortunately Glazounov was among them and so was 
able to reconstruct the Overture with a minimum of additions of his own. 
It begins with the sombre music heralding Prince Igor’s appearance in 
Act II as a prisoner of the Polovtsi tribe. It continues with the fanfares 
of the Polovtsi army and Igor’s lament for his lost freedom, as well as 
melodies from the love scenes of Igor with his wife and Igor’s son with 
the Polovtsi Princess Konchakovna. These are treated to a development 
and reprise in traditional symphonic style. 

The primitive sounding Polovetsian March which opens Act HI. portrays 
the triumph of the Polovetsian hordes in another example of the colorful 
orientalism that has attracted Russian composers from Glinka to the pres- 
ent day. This was one of the earliest parts of the opera Borodin completed; 
it was orchestrated by Rimsky-Korsakov. 

One of the few prominent artists whose careers link pre-revolutionary 
Russia to the Soviet era is Reinhold Gliere. A composer of established fame 
in the conservative tradition of Romantic nationalism, Gliere continued 
his career in the Soviet Union, where by a curious paradox this conserva- 
tive tradition equipped with the new label of “Soviet Realism" became the 
officially approved style of the communist regime. His ballet, The lied 
Poppy, which had its premiere in Moscow in 1927, uses this styje to depict 
the rather melodramatic episodes following the visit of a Soviet ship to a 
Chinese port. The Soviet Sailors' Dance, with its vigorous syncopations, 
has become popular in our country under the title Russian Sailors' Dance. 

The satirical Polka from Shostakovich’s ballet. The Cohlen Age, con- 
tinues the century-old Russian tradition of grotesque musical humor. Its 
full title is Polka: "Once in Geneva" (Angel of Peace). Its irreverent high 
spirits have achieved international popularity, although the object of its 
humor is far from clear. It is said to have been intended as a burlesque of 
the Geneva Disarmament Conference. If so, it was the neatest trick of the 
century. For the ballet was finished in 1929 and performed at Leningrad 
in 1930, two years before the Geneva Disarmament Conference started! 
On the other hand, since the music was not published until l l >34, .Shosta- 
kovich may have changed his mind. Or perhaps he changed his polka 

EDWARD DOWNES 


ABOUT MERCURY’S 
GREAT MUSIC SERIES 

MERCURY'S “GREAT MUSIC" SERIES 
offers music lovers a masterplan for collecting 
and enjoying the world’s musical treasures. 
Individually, each album richly represents a 
given composer or style; collectively, the se- 
ries affords a panorama of the music of three 
centuries. 

Unprecedented technical refinements have 
enabled Mercury to endow this library with 
three radical advantages. While maintaining 
the traditional excellence of "Living Presence” 
sound, ’“GREAT MUSIC” albums provide an 
average playing time of more than an hour 
(twice the duration of many standard rec- 
ords). Thus the collector benefits by uninter- 
rupted performances, exceptional value, and 
compactness in storage. 

The famous opera broadcast commentator 
and musicologist Edward Downes has written 
special program notes which illuminate the 
composers’ lives, their social and cultural en- 
vironment, and the music itself. 


GREAT MUSIC BY RUSSIAN COMPOSERS 

RIMSKY-KORSAKOV Scheherazade; Russian Easter Overture. 
Antal Dorati, Minneapolis Symphony and London Symphony. 
SR90332 stereo MG50332 monaural. 

MOUSSORGSKY Pictures at an Exhibition (orchestrated by 
Ravel); A Night on Bald Mountain; PROKOFIEV Suite from "The 
Love for Three Oranges." Antal Dorati, Minneapolis Symphony 
and London Symphony. SR90342 stereo MG50342 monaural. 
PROKOFIEV Symphony No. 5 in B flat major, Opus 100; Scyth- 
ian Suite. Antal Dorati, Minneapolis Symphony and London 
Symphony. SR90343 stereo MG50343 monaural. 
TCHAIKOVSKY Serenade for String Orchestra in C major, 
Opus 48; RIMSKY-KORSAKOV Suite from "Le Coq d’Or. " 
Antal Dorati, Philharmonia Hungarica and London Symphony. 
SR90344 stereo MG50344 monaural. 

RACHMANINOV Symphony No. 2 in E minor. Opus 27; TCHAI- 
KOVSKY Francesca da Rimini. Paul Paray, Detroit Symphony; 
Antal Dorati, Minneapolis Symphony. SR90345 stereo 
MG50345 monaural. 

ARENSKY Variations on a Theme by Tchaikovsky. Antal Dorati, 
Philharmonia Hungarica. LIADOV Baba-Yaga; Kikimora; The 
Enchanted Lake. Howard Hanson, Eastman Philharmonia. 
KHACHATURIAN Armenian Dances. "Prince Igor": GLIERE 
Russian Sailors Dance SHOSTAKOVICH Polka from "The Age 
of Gold." Frederick Fennell, Eastman-Rochester "Pops." 
SR90346 stereo MG50346 monaural. 


GREAT MUSIC OF THE ROMANTIC AGE 

ROBERT SCHUMANN Symphony No. 1 in B flat major "Spring"; 
Symphony No. 3 in E flat major "Rhenish." Paul Paray, 
Detroit Symphony. SR90330 stereo MG50330 monaural. 
CAMILLE SAINT-SAENS Symphony No. 3 in C minor; ERNEST 
CHAUSSON Symphony in B flat major. Paul Paray, Detroit 
Symphony. SR30331 stereo MGS0331 monaural. 

RICHARD WAGNER Prelude to "Die Meistersinger"; Excerpts 
from Act III of "Die Meistersinger"; Good Friday Spell, 
from "Parsifal"; Prelude and Liebestod, from "Tristan and 
Isolde"; Prelude to Act III of "Tristan and Isolde"; Dawn and 
Siegfried’s Rhine Journey, from "Siegfried.” Paul Paray. 
Detroit Symphony; Antal Dorati, London Symphony. SR90333 
stereo MG50333 monaural. 

RICHARD STRAUSS Don Juan; Till Eulenspiegel’s Merry Pranks-, 
Dance of the Seven Veils; Death and Transfiguration. Antal 
Dorati. Minneapolis Symphony; Paul Paray. Detroit Symphony. 
SR90334 stereo MG50334 monaural. 

ANTONIN DVORAK Slavonic Dances, 0pp. 46 and 72 (complete). 
Antal Dorati, Minneapolis Symphony. SR90335 stereo 
MG50335 MONAURAL. 

JOHANNES BRAHMS Variations on a Theme by Haydn; Academic 
Festival Overture; Tragic Overture; Hungarian Dances Nos. 
1, 2, 5, 6, 7, 11, and 21. Antal Dorati, Minneapolis Symphony, 
London Symphony. SR90336 stereo MG50336 monaural. 


This Mercury LIVING PRESENCE STEREO record 
makes available to the disc-buying public an ex- 
citing new listening experience. The use of the 
MARGIN CONTROL ••vstem ol variable groove spac- 
ing in Mercury's LIVING PRESENCE monaural discs 

represented a maior step in the perfection of the 

long playing record. This technique has now been successfully 
augmented with electronic groove depth control for the 
LIVING PRESENCE STEREO record, thus enabling Mercury to 
produce a two-channel disc of exceptionally wide dynamic 
range, reliable stylus tracking throughout the frequency 
range, and startling clarity and definition of instrumental 
timbres. This Mercury LIVING PRESENCE STEREO record should 
be played according to the RIAA standard with a stereo repro- 
ducing cartridge having a stylus tip not exceeding .7 mil. 
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HOLDJA CLOSA 
1 bet va call me all the time 
Just to find what you can do 
Things like that should be a crime 
Rut va keep on slippin' through 
What ya say, what va do 
Who ya are, three different things 
Got to bohtja closa 
Got to bohtja dosa 
W ant to boldja closa 
Got to bohtja closa 
How ya do me everytime 
And you're takin' what ya choose 
Heard ya say what’s yours is mine 
What's mine is yours and you can't lose 
Anytime, anyway, anywhere 
You're never there 
(Cbortis) 

Playin’ just to play is fine 
If ya know just what to do 
Hit or missin’ on my mind 
And ya keep on slippin' thru 
What ya say, what ya do 
Who ya are, three different things 
(Cborus) 

Anytime, anyway, anywhere 
There's nothin' there 

(Cborus) 


AIN’T NOTHIN’ 

Well I'm one step under overtime 
And I try, I just can’t draw the line 
Over you — it's true 

'Cause the situation goes like this 
Where the complication comes in 
Is your heart — it won't start 
But it's plain to see 
That's some fire you’ve been fighting 
So painfully 

Now don’t ya know, just what I’m inditin' 
Oh no 

Ain t nothin you can do to set ya free 
Ain t nothin you can do away from me 
Ain t nothin ' you can do so let it be 
On the street that scene just the other day 
Ya act so clean hadda walk away 
Heard ya cry — don't lie 

Let your virtue hurt you turn around 

Put your feet right back up on the ground 

That's right — hold tight 

But it's plain to see 

That's some fire you’ve been fighting 

So painfully 

Now don't ya know, just what I'm inditin' 
Oh no 

(Cborus) 

Oh, seen ya lookin' round the door 
Oh, see ya cornin' back for more 
Oh. I thought what you’re lookin' for 
Now I know for sure 

(Cborus) 


TAKE HEART 
Automatic all to me 

You're just so techno-plastic with my heart 

So systematic I can’t see 

But ya dislocate simplicity 

Well ya try to fight it off 

Only you hold the key 

But your heart could take heart 
Take heart 

Your heart could take heart 
et mol 

Ought to know about the other side 
It’s just you seem to like to show me 
What you seem to like to try to hide 
See if cuttin’ corners is the scene 


That someone's heart could take 
Big-screen-hot-romance is what to start to make 
(Cborus) 

Someday 

We’ll play the part 
Someway 

Then your heart could take heart 
(Repeat 1st verse) 

(Cborus) 

Well your heart could take heart 
Your heart could take heart 
Your heart could take heart 
Then you start to take heart 


THOUGHT IT WAS A DREAM 
/ thought it was a dream 
I wake up and it goes 
It ’s like nothin ' / ever seen 
/ thought you wanna know 
1 can't think if you take it away 
1 can’t see any other day 
I just think about what to do 
Me completely lovin’ you 
I won't worry if it’s true 
I don’t even have to try well I 
(Cborus) 

Something no one else can see 
Something no one else can be 
Something no one else can do 
1 can’t sleep at night it’s true 
My mind is set on you 
I don’t need another reason why 
Now I'm afraid to wait 
'Cause I’m afraid to take 
Just what I need what I believe 
(Cborus) 

I see me completely lost in you 
I never worry if it’s true 
I don't even have to try well I 
(Cborus) 


I GOTTA KNOW 
Baby, I gotta know 
Maybe, it 's gotta show 

Could we say that could we say that it’s on 
You could say that and I’ll just say that I'll long 
Now don't ya know just how ya feel 
It could show now maybe 
if you say that something 
(Cborus) 

I try to think that I try to think it's OK 
All the things that, all the words, all the days 
But ya show nothin’ is real 
And you know how baby 

Can’t you see that there's something 
I gotta know 

Check it please if there's nothin’ 

That’s gotta show 

And I thought that I lost and nowhere to hide 
Cut across, and nothin' Inside 
And you know, just how ya feel 
It could show now maybe 
If you say that something 
(Cborus) 


FEEL ELECTRIC 
Do I do too do what you do 
’Cause I know I know you 
Know just what you always knew 

Make me fee! electric 
Make me on right 
Make me feel electric 
Make me all right 


I should try should see 
Wouldn’t mind what could he 
Your torchlight intensity 
Just to be just what I need 
(Chorus) 

But there's something ’bout your attitude 
Make me feel electric, make me new 
There's something 'bout the things you do 
Make me feel connected right to you 
I hold tight I hold away 
I hold night all day 
But I show what 1 don't say 
Sure you know ’cause you only 
(Cborus) 


I BE SHAKIN' (Whatchaduntame, Girl) 

Anytime anywhere I can't take it 
Feelin ’ like forever more 
Hafta take a number from you for you 
So I find peace of mind 
Uh huh yea I fake it 
I had my heart set anew 
Ya broke it in two in two 
But I don't wanna be 
So shut down can’t ya see 
Happened suddenly, feel like history 
Ob whatchaduntame, girl 
Can 7 ya see that you takin ' me 
/ thought that we were talkin ' paradise 
Well alright 

But like a leaf 1 be sbakin ' 

I don't mind being blind that what I'm sayin' 
Feelin’ like there’s something more 
But there’s always something so new I go thru 
How you play til you find what your takin’ 

1 had my heart set anew 
You broke it in two in two 
'Cause I don’t wanna be 
So cut down in double speed 
No matter what I plead, you take all I need 
(Cborus) 

Barely know my name 
‘Cause it’s all the same 
(Cborus) 


ONE MORE PIECE 
Try, try to start, break apart 
Tear a little piece of my heart 
Well you say that it's easy to love 
Push it to shove 

But you’ll never get that way from me 
Now can't you see 

But before you go and before it shows 
And before you know I'm gonna take 
One more piece of your heart, from you 
Sboulda seen from the start, sboulda moved 
Got to give what you take 
How, how you find, piece of mind 
Never worry ‘cause you take from the start 
Well you think that ya turn me around 
Beat to the ground 
But you’ll never get away from me 
Now can’t ya see 

'Cause before you go and before it shows 
And before you know I'm gonna lake 

(Cborus) 

Lookin’ for direction, borderline protection 
Right away, but you can't go play with me 
(Cborus) 


SHADOW OF A DOUBT 

Separated all undone 

That’s the matter he ensued 

Well it’s that picture he’s been holding 

That’s been causin' all his mind a dimmer view 

Cast no shadow of a doubt now 


No alibi to use 

About this feeling that he's feeling 
And the one that he could never lose 
Oh what he wouldn’t do 
'Cause it s a mind stay 
All the way 

And it 's takin ' over every time 
But then be bolds tight 
Cause there 's something right 
That luck could only ever find 
No shadow of a doubt now 
Had something to lose 
Couldn't help but sayin’ 

His emotions overweigh and overdue 
Over you 

(Cborus) 

He burns the candle to the bitter end 
'Causa you 

And nothing that he hadn’t said 
Wouldn't do 


THEY SAID 

.All n' all he said just believe what you hear 
All n' all she just replied with a tear 
All n' all there's a calling, there’s a falling 
There's no warning, they said 

More n' more they just began to begin 
More n' more they just reached out to reach in 
More n' more it just tore in no ignoring 
There’s no warning, they said 
If n ' when you 'll be near it 
If n ' when you can bear it 
If n ’ when will appear in, they said 
Said n' done something done to be said 
Said n' done won’t get out of my head 
But said n done there’s no one else 
There’s no one else there’s no other, they said 
(Cborus) 

They said... 
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now we go t there 


Tie's here! 

Stebley! Tie's in the conference room! 

Tleyl Qood Buddy 
Hey Broski 

Can 7 have some tea with honey and pepper??? 

TTATm ! 

Where's John and Qary? 

Tell them to start with — 

Let’s remix "Contusion'' one more time 
Anybody want a hostile burger? 

Hasty piece of business. 

059 — out! 

Where is J.R.??? 

What’d you say Jim? 

We re almost finished (smile). 

Did he say what time tonight? 

Let me say this about that . . . 

But of course 

Hey! Josette — Stevie Wants you!!! 

Qrrreat! 

Who Ate My Cookies?? 

It's eaken and beggs time!!! 
you’re rushing. 

Johanan wants you to call him Steve! 

Sure gets lonely in the studio — Londie on the phone Steve 
Let's just cool out. 

"Calvin!!!!" 
you ready to go Steve? 

HE'S OH THE PHOHEn 

So anyway . . . when is studio time tonight? 

It's Cancelled -yOWkE XJDDJH’! 

Where's Steve — In Hew T’orkl 
I’ll he right there. 

Let's hurry up and wait. 

WHERE’S BUSS an 

The sooner we get started the sooner we ll finish. 
Let's punch in a "s". 
you wag your head one more time! 

This 7s A Business! 

Sounds Qreat! 

Time 7s Money. 

Calvin Hardaway's Office — 

Did she bring peach cobbler? 

STEETWE 53 Tor you — BARHEy ALES'. 
Where's garvey? 

7 i 20 

Listen To This! 

WHAT ALBUM.' 

What docs this pedal do Looch? 

Can 7 have some tea with alum! 
you're as good as Qiiry 

TVHEH 7 S THE ALBUM gOHHA BE TJHJSHED? 

We ll be finished next week. 

yov SJTD TUA7 BCTORE; 

Where's JMama Jinrdawnyl 
IS THIS THE T)HAL CHA CHA???? 
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SIDE ONE 

FIRST PART: THE ADORATION 
OF THE EARTH 

SIDE TWO 

SECOND PART: THE SACRIFICE 


The original title of this work is Vyesna Svaschennaya, 
literally Sacred Spring; Stravinsky has said that The Corona- 
tion of Spring might be the nearest English expression of 
his intention. But the French title (due to Bakst), Le Sacre 
du Prin temps, and its familiar English translation, The Rite 
of Spring, have their point. As Stravinsky was finishing The 
Firebird in St. Petersburg in 1911, he had a sudden vision: 

"I saw in imagination a solemn pagan rite: wise elders, 
seated in a circle, watching a young girl dancing herself to 
death. They were sacrificing her to propitiate the god of 
spring.” 

When Stravinsky began to sketch out the new work that 
summer, he chose as collaborator Nicholas Roerich, a painter 
who was not only one of the leading authorities on the 
ancient Slavs but had always found his imagination most 
deeply stirred by the connections between peoples and the 
geological and seasonal forces of nature in their surround- 
ings. Stravinsky joined him in the country in July, and 
within a few days they had worked out the action and 
settled titles and order of movements. Soon afterwards 
Roerich was able to send a summary of the action to 
Diaghilcv, who had requested a ballet as soon as Stravinsky 
had described his original vision: 

The first set should transport us to the foot of a sacred 
hill, in a lush plain, where Slavonic tribes are gathered 
Together to celebrate the spring rites. In this scene there 
is an old witch, who predicts the future, a marriage by 
capture, round dances. Then comes the most solemn 
moment. The wise elder is brought from the village to 
imprint his sacred kiss on the new-flowering earth. 

During this rite the crowd is seized with a mystic terror. 
After this uprush of terrestrial joy, the second scene sets 
a celestial mystery before us. Young virgins dance on the 
sacred hill amid enchanted rocks; they choose the victim 
they intend to honor. In a moment she will dance her 
last dance before the ancients clad in bearskins to show 
that the bear was man’s ancestor. Then the grey-beards 
dedicate the victim to the god Yarilo | the ancient god of 
fertility] . It was also decided that the first of these "pic- 
tures of pagan Russia”, The Adoration of the Earth, 
should represent "Day”, and that the second, The 
Sacrifice, should represent "Night”, and that each should 
be preceded by an orchestral introduction. 

The movements and their order finally agreed upon were 
s follows. Adoration of the Earth: Introduction; Auguries 
of Spring (Dances of the Young Girls); Mock Abduction; 
Spring Round Dance; Games of the Rival Tribes; Procession 
of the Wise Elder; Adoration of the Earth (the Wise Elder) 
Dance of the Earth. The Sacrifice: Introduction; Mystical 
Circles of the Young Girls; Glorification of the Chosen 
Victim; Invocation of the Ancients; Ritual of the Ancients; 
Sacrificial Dance (The Chosen Victim). The music was 


finished in March 191 3; and the first performance, at the 
Theatre dcs Champs-Elysccs in Paris on May 29th under 
Pierre Monteux and in Nijinsky’s choreography, provoked 
one of the most famous riots in musical history. 

For all The Rite's undimmed modernity— despite its 
sixty-odd years we still tend to think of it as a contempor- 
ary classic-its roots lie deep in Stravinsky’s Russia and her 
past, and it is at least as much a clirrfax of 19th century 
Russian music as a key work to 20th century European 
music. Spring itself has a peculiar force in a country of such 
cruel winters, and when Robert Craft asked Stravinsky what 
he loved most in Russia, the answer was: "The violent 
Russian spring that seemed to begin in an hour and was like 
the whole earth cracking. That was the most wonderful 
event of every year in my childhood... [ Elsewhere | The ice 
[on the NevaJ was several feet thick, a fact that will help 
you to imagine the crash it made in the first hour of the 
spring thaw. The noise then was so great that we could 
hardly talk....” 

That this shattering annual miracle should be seen in 
ritual terms is natural for a people with such a powerful 
sense of rite governing their life; and it is here expressed in 
music whose most immediately striking characteristic is its 
rhythmic power-the hypnotic, complusive force of 
rhythmic patterns, cither in ostinato, or with them given 
unexpected variety or sharply dislodged so that as in a rite 
the attention is kept fixed but perpetually re-altered. An in- 
stance of a basic rhythm being violently "attached” occurs 
in the stamping chords of the 'Auguries of Spring’ immedi- 
ately after the Introduction to Part I, again at the end of 
this Part in the 'Dance of the Earth’. With the 'Glorification 
of the Chosen Victim’ and the final ‘Sacrificial Dance’, 
however, the patterns are entirely irregular: although they 
all relate basically to combinations of double and triple time, 
the effect is not of dislodgcmcnt from a norm but of com- 
plete rhythmic emancipation: rhythm has become an ex- 
pressive language in its own right, on equal terms with or 
even dominating melody, harmony and orchestration. 

The melody of The Rite, indeed, arises directly from 
this rhythmic attitude, and is no less fundamentally Russian; 
for it derives from a folk music that prefers tunes in 5/4 or 
7/4 or alternating patterns of 2/4 and 3/4, and beyond that 
from the tendency of Russian poetry to vary accents 
according to the flow of the verse and to compile lines of 
unequal numbers of syllables. Moreover, the inclination of 
Russian folk melody is to unfold itself by using similar 
phrases and intervals with almost ritual insistence, to pro- 
ceed by modification rather than contrast or development. 
Nevertheless, the only actual folk tunc in the whole work is 
the opening bassoon melody, taken from Anton 
Juszkiewicz’s collection of Lithuanian folk music. Stravinsky 


was not concerned to "set” a "folk” subject: just as his 
scenario treats an archetypal ceremony rather than a story, 
so in the music he felt able "to tap some unconscious ‘folk’ 
memory”. Like Russian folk music (though they do not use 
it or even imitate it) his themes have a narrow range, few 
notes, and develop their strength by repetition and 
rearrangement, both in their intervals and their rhythm. 

It follows that the role of harmony and of orchestration 
will be to reinforce the effect of these rhythm-melodies 
rather than to exercise a major structural influence. This 
was the largest orchestra Stravinsky was ever to use; and it 
enabled him both to draw upon the huge percussion section 
necessary to a score in which rhythm played such a crucial 
role, and even to use the power of an enlarged symphony 
orchestra as a percussive force. The most impressionistic 
section of the score is the opening, which Stravinsky 
intended to "represent the awakening of nature, the scratch- 
ing, gnawing, wiggling of birds and insects”: in this clamor 
of separate voices, significantly, the strings play a negligible 
part, and it is the myriad voices of wood-winds which suggest 
a whole earth beginning to struggle into life. For the rest, 
the whole elaborate orchestral paraphernalia is often turned 
into something near a percussion section, the most advanced 
and elaborate means being made to produce a primitive 
effect. 

Harmonically, the score is at once "discordant” and 
simple - discordant in that most of the harmony derives 
from the combination of two adjacent major chords, a semi- 
tone apart, one with a minor seventh added. There is here 
neither any relationship with the traditional system of 
tonality, with its tonic-dominant pulls, nor an extension of 
Wagnerian chromaticism: the chord combination is simply 
a nucleus, a seed for the melodic patterns, and neither im- 
plies nor imposes any large-scale harmonic organization. 

It is easy to sec how a work organized on such unusual 
lines, whatever its own national pedigree, would startle a 
Europe in which the German musical hegemony was 
unchallenged and Wagner, its last great ruler, was dead a 
mere thirty years. It tore open the way to 20th century 
music just as surely as Schoenberg’s atonal works of the 
same period. Everything about it was calculated to over- 
throw European certainties about musical tradition; and 
the first audience was reacting against it with more genuine 
understanding of what was involved than later audiences 
who complacently and unthinkingly accept it. What the 
booers did not appreciate that night in 1913 was that the 
work was an act not of destruction but of renewal. It could 
only take its full force from something older than the 
immediate past, from another convention coming to the 
rescue of a dying tradition, from its reference not to inci- 
dent or illustration but to myth and rite. Fundamentally, 
it is an abstract work. 
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BIBLE 

FOLK 


A Jazz Rock, Folk Rock, Country Rock Musical 

Words and music by Richard S. Wilson 
Music arranged and conducted by Bill Barber 

Choir directed by Richard Sieber 
Featuring Chad Mitchell, Hal Atkinson, Janys Boelke 
and the Bethlehem Lutheran Church Choir 

Side One: 

Jubal 3:05 Hal Atkinson 
And Sarah Laughed 3:07 Janys Boelke 
Noah Knew 2:54 Chad Mitchell 

Jonathan 2:15 Janys Boelke, Chad Mitchell 
Job 4:05 Chad Mitchell 

Mary, Mary, Mary 3:59 Janys Boelke, Michelle Barber, 

Marilyn Sieber 

Side Two: 

The Rock 3:28 Joshua Weaver, Candy Anderson 
Zacchaeus 2:25 Hal Atkinson, Janys Boelke, Chad Mitchell 
Judas I 3:38 Hal Atkinson 
Stephen 3:48 Janys Boelke 
Simon the Magician 2:28 Hal Atkinson 

Jesus Loves 3:00 Hal Atkinson, Janys Boelke, Chad Mitchell 




Hal Atkinson 


Chad Mitchell 


A 


bout two and a half years 
ago a singing group came to me and asked if I would be interested 
in writing some children's songs for them. I was interested in the 
project and decided almost immediately to write songs about 
people in the Bible. The name Bible Folk seemed natural so I stuck 
with it from the beginning. 

The singing group’s interest waned soon 
after I began writing but I thought the project was a good one 
to work on so 1 continued. I decided very quickly after that I 
didn’t want this project to be children's songs in the traditional 
sense. 1 noticed over the years that my children enjoyed 
the modern music of today much more than the songs that were 
supposedly written specifically for them. I also felt that 
this project should be directed to a larger audience. 

Bible Folk is a group of songs about people 
who experience the joys of life, the sorrows of life. They were 
people who were obedient to God and who denied him. There 
are songs of friendship and selfishness. There are songs about 
people whose stories were told in the Bible. Many of the Biblical 
characters were famous people and Bible Folk includes a few of 
those such as Noah, Job, Peter and Jesus, but most of the songs 
are about some of the lesser known people of the Bible... the 
regular folk. The people who laughed as Sarah did when God 
told Abraham that his aged wife was going to have a baby... 
people like Jonathan who was simply a friend . . . and 
little Zacchaeus who was too small to see Jesus so he climbed the 
tree to get a better view. 

These people are not just names but they 
lived full lives that experienced the ups and downs of 
daily existence. All of them in one way or another were involved 
with God. Except for Jesus, these people were not superhuman. 
They were simply human. Through their lives and through this 
music I hope you are entertained and that you learn something. 

I know that I have. 


Janys Boelke 


Richard Wilson 


Bill Barber; 

Tom Jung. Recording Engineer 
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SIDE A 


1. AWAY OUT ON THE MOUNTAIN 

2. THE MOONSHINER'S DREAM 

3. DON'T TRY IT FOR IT CAN'T BE DONE 

4. DISSATISFIED 

5. SEND BACK MY WEDDING RING 

6. WAIT TILL THE SUN SHINES NELLIE 

7. RAGGED BUT RIGHT 





SIDE B 

1. I'M GOING TO GEORGIA 

2. ON THE OTHER SIDE OF JORDAN 

3. I'M GETTING READY TO GO 

4. CLOVER BLOSSOMS 

5. CURLEY HEADED BABY 

6. CALL ME BACK, PAL O' MINE 

7. FRANKIE AND JOHNNIE 


RILEY PUCKETT 


RILEY PUCKETT 

One often tends to think of folk music as being non-commercial, 
but in fact there has been for many centuries a class of musicians who 
made their livelihood creating and disseminating folk music. Two 
distinct types of commercial folk/popular music had existed in Europe 
since the Middle Ages, both of which have their counterparts in 
20th century hillbilly music. One was the primarily instrumental music 
which accompanied dances and other festive social occasions; the other 
was the narrative song. In 20th century Appalachia, whose cultural 
roots in 16th century England have been well established, these two 
types of music had led, respectively, to the string band, and the 
itinerant ballad singer or street singer, making his living wandering from 
one community to the next, selling his printed "song-ballets," or else 
singing them on the street corners of the larger towns. 

The string bands have received the lion's share of attention in the 
recent revival of interest in old-time hillbilly music, while the wandering 
minstrels have been neglected. This is due to the more immediate 
appeal of the lively string band music, and the varied and exciting 
instrumental styles. GEORGE RILEY PUCKETT himself starred in 
both roles of string band instrumentalist/vocalist and minstrel/bal- 
ladeer His talents in the former role were ably demonstrated on a 
previous album of reissues (Country LP 506); this album favors the 
neglected side of his talents. 

Unfortunately, little is known of Puckett's early life. He was born, 
probably around 1890, in Alpharetta, Georgia, near Atlanta. Between 
1922, and his death in 1946, he was involved with the hillbilly music 
industry - on records and radio shows, and at live concerts and fiddlers' 
conventions. (For more details on his career see JOURNAL OF 
AMERICAN FOLKLORE, Hillbilly Issue, July-September 1965, p.229; 
see also the liner notes to Country LP 506.) 

Puckett first stepped into the public limelight in September, 1922, 
on the Atlanta Journal's WSB, the first commercial broadcasting station 
in the South. September 18, marked the first appearance of the Home- 
Town Boys' string band, which included Clayton McMichen, Ted 
Hawkins, Boss Hawkins, Charles Whitten, and Miles Whitten. On Thurs- 
day, September 28, the band added a new member to the group, and 
the following day, the Atlanta Journal wrote, ". . Already favorites at 
WSB, the Home-Town outfit scored a knockout by introducing Mr. 
Puckett as one of their stars Thursday night." 

On March 7, 1924, Puckett and Gid Tanner journeyed to New York, 
to make their first phonograph recordings. Puckett continued to record 
until October, 1941. By that time he had appeared on over 400 issued 
sides • not counting those recordings on which he was an uncreditod 
accompanist. 

HUGH CROSS was born October 19, 1904, in the mountains of 
eastern Tennessee. When he was eight years old he learned to play the 
banjo, and at age ten began playing the guitar. When he was sixteen he 
left school and joined a show. Cross started his radio career at 
station WNOX in Knoxville, Tennessee, in 1926. In about 1929, ho 
joined the WLS National Barn Dance, where he remained for three 


years. In 1934, he teamed up with Shug Fisher and they called them- 
selves "The Radio Pals." They spent four years on WWVA, Wheeling, 
West Virginia. From 1938 to 1943, Cross was Master of Ceremonies 
for the Boone County Jamboree over WLW, Cincinnati. Cross made 
his first phonograph recordings in April, 1927, in Atlanta. He had been 
picked up in his home town by Bob Crates, a record salesman. On 
many of his records, his wife, who died in 1945, sang with him. After 
he left the music business, Cross worked as a pitchman, or demon- 
strater, traveling around the country and working at various stores. 
Today, he is perhaps best remembered for his 1943 composition, 
“Don't Make Me Go To Bed And I’ll Be Good." 

ABOUT THE SONGS 

AWAY OUT ON THE MOUNTAIN was composed by the Virginia 
hillbilly singer Kelly Harrell. In text, the song is very reminiscent of the 
older hobo song, "Big Rock Candy Mountain," usually credited to 
Harry (Haywire Mac) McClintock. 

Like "Away Out On The Mountain," THE MOONSHINER'S 
DREAM has been collected in the field (see N.l. White, ed., North 
Carolina Folklore . Ill, p.420,) but it is probable that the collected 
version was derived from Puckett's recording. Although there are slight 
differences in the two texts, the reference in both to the Fulton County 
Jail, coupled with the fact that there is a Fulton County in Georgia, 
but not in North Carolina, lends support to Puckett's recording as the 
source of the North Carolina text. Puckett's song is derived from the 
wide-spread American folk song, "Logan County Jail," which in turn is 
based on older, imported British ballads (see Randolph, Ozark 
Folk Songs , II, p.32-37 for references). 

Three different songs entitled DISSATISFIED were copyrighted 
between 1910 and 1930; it is uncertain which, if any, was the source 
of Puckett's 1929 song. 

SEND BACK MY WEDDING RING, the earliest of Puckett’s re- 
cordings featured on this album, has an obscure history, Vernon 
Dalhart recorded it in 1927, under the more familiar title of "Nellie 
Dare and Charlie Brooks." It was credited to John Foster and R.A. 
King, and copyrighted by Shapiro-Bernstein in July, 1926. However, 
Puckett had recorded an unissued version as early as June, 1925, (the 
recording on this album was made later in that year), so the song is 
older than Shapiro-Bernstein's copyright. The fact that it appeared 
with differing words and under various titles also suggests that the song 
was in oral circulation long before the 1920's. 

Puckett's 1934 recording of RAGGED BUT RIGHT seems to be 
the earliest appearance of this song; although it was probably written 
some time earlier, it had not been copyrighted. In later years, it be- 
came something of a college favorite, and between 1945 and 1951, no 
less than nine versions were copyrighted, under either the title "Ragged 
But Right" or "Rugged But Right." Moro recently, George Jones re- 
corded a C&W version. 

I'M GOING TO GEORGIA is the title of a lyric folk song recorded 
by various hillbilly groups (see the brochure notos to Folk Legacy LP 
FSA 24, The Carolina Tar Heels , for references to recorded and printed 


versions). However, most of the verses of Puckett's song are different 
from any of the other texts, and are taken from the American 
children's play-party song, "Hog Drovers." 

ON THE OTHER SIDE OF JORDAN was published in 1853 under 
the title of "Jordan Am A Hard Road To Travel," with tune and 
possibly words composed by the giant of the minstrel theater, Dan 
Emmett. The structure of the song lends itself readily to parody and 
re-creation, and practically every recording of the song has some 
unique verses. Uncle Dave Macon, much of whose repertoire was de- 
rived from minstrel material, was the first hillbilly artist to record the 
song. More recently, Merle Tarvis has recorded it; and Jimmie 
Driftwood has composed a completely different story using the tune 
and chorus of the original. (For more references to versions in print, 
see Randolph, Ozark Folk Songs , II, p.390.) 

I'M GETTING READY TO GO was written in 1930, by the hillbilly 
songsmith, Carson J. Robison. The original title was "I’m A Gittin' 
Ready To Go." With Frank Luther, Robison recorded the song the 
following year. Puckett probably learned the song from one of 
Robison's recordings. 

Hugh Cross sings the lead on CLOVER BLOSSOMS, with Riley 
Puckett singing harmony. The song was copyrighted in 1906, by 
Floyd Thompson, and must have been rather popular in its day, as 
three other hillbilly recordings were made of it: by Peg Moreland, Bob 
Ferguson, and Sloane & Threadgill. 

CURLY HEADED BABY was copyrighted and recorded by the 
Callahan Brothers in 1934. Puckett s recording, made in Atlanta, -.he 
following year, is word-for-word identical with the Callahan’s disc. (By 
coincidence, J.E. Mainer's Mountaineers recorded "New Curly Headed 
Baby" in Atlanta two days before Puckett’s recording.) The popu- 
larity of the song was attested to by the fact that the Callahans went on 
to compose and record "She's My Curly Headed Baby No. 2 and No. 3. 
Although the Callahans rightfully claimed authorship of the song, in 
both tune and spirit it owes much to older traditional folk songs. 

CALL ME BACK, PAL O' MINE, with Puckett and Cross singing 
melody and harmony, respectively, was written by Dixon and Perricone 
in 1921. Jimmie Davis recorded it several years after this recording was 
made. 

The ballad FRANKIE AND JOHNNIE has an interesting history. 
Although some authorities have argued for a much older date of origin, 
the song owes much to the historical events of October 15. 1899, when 
Frankie Baker shot and killed Al Britt in St. Louis. Early versions were 
often titled "Frankie And Albert," or "Frankie Baker." The song 
thrived in oral circulation until 1912, when the Leighton Brothers and 
Ren Shields, vaudevillians. rewrote the song and added chorus. Sub- 
titled "You’ll Miss Me In The Days To Come.” this version was re- 
corded in the 1920's by both pop and hillbilly performers. Probably 
the best remembered version was the one made in 1926, by Charlie 
Poole and his band, entitled "Leavin' Home." Although Puckett's re- 
cording gave composer credits to the Leighton Brothers and Shields, it 
is not the vaudeville version ho sings, but the older folk song. 


Produced by: Gerd F. Hadeler 


GHP RECORDING CO., BOX 31 1, CUXHAVEN. 
WEST GERMANY 


Manufactured By Rite Record Productions. Inc. 
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CHRISTMAS 

with the 

PHIPPS FAMILY 



His Only Darling • ]oy To The World • It Came Upon A Midnight Clear 
While Shepherds Watched "Their Flocks -I Heard The Bells On Christmas Da\ 
Si lent Night • Away In A Manger- Oh Come All Ye Faithful 
Hark "The Herald Angels Sing - Beautiful Star Of Bethlehem 





PLAYABLE ON 

STEREO OR MONO 




CHRISTMAS 

with the 

PHIPPS FAMILY 

Side 1 

1. HIS ONLY DARLING 

2. JOY TO THE W ORLD 

3. IT CAME UPON A MIDNIGHT CLEAR 

4. W HILE THE SHEPHERDS W ATCHED THEIR FLOCKS 

5. I HEARD THE BELLS ON CHRISTMAS DAY 

Side 2 

1. SILENT NIGHT 

2. OH COME ALL YE FAITHFUL 

3. AW AY IN A MANGER 

4. HARK THE HERALD ANGELS SING 

5. BEAUTIFUL STAR OF BETHLEHEM 


For the first time in history, you can now own an 
album of Christmas gospel carols played and sung in 
the old time way. The Phipps Family sings for you. 
accompanied with unamplified string instruments 
(autoharp and guitars). This is the Christmas album 
you have been waiting for. It is the finest down-to- 
earth mountain country style album ever recorded. 

These are the precious carols traditionally heard 
each year to celebrate Christmas - our Lord’s birth- 
day. No sweeter sounds of the blessed season could 
he heard than these songs and carols flowing thru 
the home, like a soft breeze bringing joy to all. 


Thanks to the wonderful Phipps Family, you can 
have this record album to play in your own home. 
No group has ever recorded these songs in the true 
old fashioned way, and we feel sure you will enjoy 
have “Christmas With The Phipps Family”. 

A very Merry Christmas from THE PHIPPS 
FAMILY. 

Kathleen Ph i pps 
Helen Phipps 
A. L. Phipps 


For a catalog of TRUE AMERICAN GOSPEL and TRADITIONAL FOLK MUSIC, write: 
MOUNTAIN EAGLE RECORD COMPANY, P. O. Box 506, Barbourville, Kentucky 40906 





STEREO 


NLP 207 



RENO & 
SMILEY 


EMOTIONS 


Reno and Smiley, many people feel, are the most versa- 
tile bluegrass group, not only vocally and instrumentally, but 
also as songwriters. Many of these songs have been and 
are still being recorded and performed by entertainers in 
all styles of music. 

Internationally known for their successful recordings of 
bluegrass love songs, novelty tunes, instrumentals and hymns, 
most of which were written by them, Don Reno and Red 
Smiley can take pride in knowing that people in all walks of 
life are included among their many friends and fans. 

Included in this album are some of Reno and Smiley's 
biggest hits, all featuring the popular five string banjo as 
only Don Reno can play it. 


EMOTIONS 2:31 

LET'S LIVE FOR TONIGHT 7:18 
GREEN MOUNTAIN HOP 2:10 
IF IT TAKES ME A LIFETIME 2:56 
OLD HOME PLACE 2 :o| 

Side 2 

YOUR TEARS ARE JUST INTEREST ON 
THE LOAN 2:38 
I'M GONE, LONG GONE 2:20 
CHINESE BREAKDOWN 2:05 
DRIFTING WITH I III TIDE ■ is 
PLEASE DON’T FEEL SORRY FOR ME 2:38 
□ 

pholo and design: Dan Quest Studio 



NLP 2053 



NLP 2052 



NLP 2058 



NLP 2065 



NLP 2033 



NLP 2021 



NLP 2049 



NLP 2043 


NASHVILLE RECORDS, 

A Product of Starday Records • Box 115 •Madison, Tonnossoo 37115 












West Virginia fiddling is a big subject spanning decades 
of tradition, lore, legendary men and women who made 
music, and an infinite variety of musical styles and expres- 
sions. You can talk about your old timey hoedowns and 
hornpipes, your different tunings, or maybe you think that 
fiddling begins and ends with the Bluegrass giants. But 
whatever your particular stroke, you can’t get very de_p into 
the subject in West Virginia without Woody Simmons’ name 
coming up— again and again. 

From Mill Creek, West Virginia, Woody has delighted 
festival and contest audiences all the way to Canada with his 
diverse and combative style, his winning smile, and his love 
of music. Woody is perhaps the most highly decorated fid- 
dler in central West Virginia, and will readily drive across 
many ranges of mountains to seek out stiff competition. At 
the Vandalia Gathering, the State-wide traditional festival 
held Memorial Day weekends on the Capitol grounds, 
Woody won three prizes and an honorable mention in stiff 
fiddle and banjo competitions this past year. 

Woody's legendary smooth bowing style and his ef- 
fortless soaring phrases began to grow in his childhood in 
Becky’s Creek before the impact of records and radio was 
felt in the hills of Randolph County. As a young musician he 
drew heavily from family and community influences. Much 
of his technique was intact before he first heard an Arthur 
Smith recording in 1920. After that, outside influences 
played a large part in Woody’s growth, as he continued to 
seek out musical neighbors around Randolph, Webster, and 
Pocahontas Counties. 

Woody’s fiddling reflects all of these influences. His 
openness to new music has kept his own style fluid and ex- 
pansive, and he is comfortable with older tuning and bowing 
techniques, as well as Bluegrass, blues and swing styles. He 
is a storehouse of tunes and legends associated with them. 
His life and music represent the transition from Appalachian 
Mountain community music to newer commercial country 
and Bluegrass influences. 

And his hospitable, warm approach toward other musi- 
cians, his willingness to learn something from everyone, has 
earned him respect from Newfoundland to Nashville. This 
recording is Woody’s first. We hope he makes many more. 

Michael Kline 
Elkins, West Virginia 
/■August, 1979 



SIDE 1 


SIDE 2 


1. WEST VIRGINIA HIGHWAY Woody doesn't remember exactly where he 
picked up this tune, although It seems likely that he may have heard the 1927 record- 
ing (Victor 20237-B) by Ernest Stoneman with fiddler Kahle Brewer A version, called 
"Ebenezer" was recorded several years ago by the Fuzzy Mountain String Band 
(Rounder OOlO). 

2. HOME BREW RAG was learned from The Tweedy Brothers who played over 
station WMMN In Fairmont, WV and made many personal appearances in central 
West Virginia during the early 1930's. Woody recalls that they travelled on a truck and 
employed a man, full time, to rehair bows for "Little Red", the fiddler The Tweedy 
Brothers recorded "Home Brew Rag" on Champion (16048) about 1930 Earlier 
recordings of the tune were made by the Roanoke Jug Band (Okeh 45393) and Lowe 
Stokes and his North Georgians (Columbia 15241-D) . 

3. HONEYMOON WALTZ Burt Dodrlll plays the harmony to Woody's lead on 
this number. Woody learned the tune from Arnold Van Pelt who grew up with Woody 
on Becky's Creek and then moved to Pennsylvania about 1930 The first part Is 
reminiscent of Eddy Arnold's hit, "Cattle Call", which may well be derived from an 
older tune, such. as this This version of "Honeymoon Waltz", seems to be entirely 
unrelated to a tune of the same name recorded In the late 1930's by a Mississippi string 
band, The Nations Brothers (Melotone 7-05-78). 

4. MITCHELL'S CLOG Wren McGee and Edwin Hammons were the two most 
Influential fiddlers In East Central West Virginia when Woody was growing up "Mil 
chell's Clog" Is a tune that Wren played, although Woody actually learned It from Gus 
McGee, Wren's nephew Gus (who also happens to be Woody’s brother-in-law) is a 
fine fiddler living In Elkins, WV 

“Clogs" were solo dances, performed in wooden shoes at minstrel shows, and later 
In Vaudeville. Unlike today's "clogging", the old style (or "Lancashire") clog dances 
were performed to a slow, deliberate, dotted 4/4 rhythm — about the tempo of, say, 
"Swanee River”, or "I've Been Working on the Railroad" Many "clog" tunes, like 
hornpipes, became disassociated with dances over the years, and the dotted rhythms 
gradually disappeared. Thus. "Mitchell's Clog", if Indeed, it was ever a true "clog", ap- 
pears as a hoedown here 

5. SUGAR TREE STOMP was t omposed by Fiddlin' Arthur Smith. Woody often 
heard Smith play It on the Grand Old Opry in the late 1930's and eventually obtained a 
recording of it (Bluebird 6927) , It Is one of Woody's favorite tunes, one he often has 
played in contests. 

6. PARIS WALTZ was recorded In the early 1930's by Fiddlin' Arthur Smith 
(Bluebird 8158) Woody was the first local fiddler to master the complex fingering and 
bowing techniques this tune requires. 

7. COTTON BAGGIN' this Is another tune that Woody learned from Arnold Van 
Pelt, although at a later time he heard It played by Clayton McMichen McMlchen 
recorded It In the late 1920's with Gld Tanner and the Skillet Llckers (Columbia 
15404-D) 


Musicians: 

guitar - Loren Currence 

Paul Armstrong (Paris Waltz) 
banjo - Jimmy Currence 
2nd fiddle - Burt Dodrlll 


Produced by Paul Relsler 

Engineers, Paul Relsler and Doug Kranch 

Recorded at Davis and Elkins College Studio, Elkins, WV 

Thanks to Laverne Simmons for all her warm hospitality 

Thanks to Davis and Elkins College for use of their studio 

Photography by Doug Yarrow 

Art and design by Sam Rlzzetta. 

Special thanks to Norman Fagan, Commissioner of the West Virginia Department of 
Culture and History, (or his support and kindness to artists and musicians throughout 
West Virginia 


1. NATURAL BRIDGE BLUES Woody remembers hearing fiddler Tommy 
Magness play this tune over radio station WDBJ in Roanoke, Va about 1950 ^it that 
time Magness had a noon hour show with Don Reno and Red Smiley A recording of 
the tune by Roy Hall and His Blue Ridge Entertainers (Bluebird 8863) was issued 
about 1940, paired with another Magness composition, "Polecat Blues" 

2. SUGAR IN THE GOURD Woody learned this tune from a record by Fiddlin' 
John Carson (Okeh 7003) Like Carson, he used to play it in "high bass" tuning on the 
fiddle (EAEA). but now plays It In standard tuning (EADG) Fiddlin' John Carson was 
a favorite of Smith Shreve, a bachelor who was one of the first to own a phonograph In 
Woody's part of the country Smith used to ride the train from Mill Creek to Elkins 
almost weekly, to purchase the latest records He then used to cany his phonograph 
and records on his back and would visit various homes to play the newly acquired 
records. 

3. I'LL BE ALL SMILES TONIGHT is another waltz with harmony by Burt 
Dodrlll. The song from which the tune derives is a perennial favorite, probably dating 
back to the last century when sentimentality was much in vogue Woody doesn't 
remember just where he learned the tune, although it is played by most of the local fid- 
dlers The song has been recorded numerous times One early version was by the Blue 
Ridge Highballers (Columbia 15069) in 1925 or 1926 

4. SMOKEY MOUNTAIN RAG is another tune Woody learned from the plaving 
of Tommy Magness Magness recorded it in the early 1950's as a member of Roy 
Acuffs Smokey Mountain Boys (Columbia 20559). 

5. DEVIL IN GEORGIA is a Southern variant of "Temperance Reel Woody 
learned this version from a recording by Fiddlin' Jim Burke (Superlone 9390) made in 
the late 1920's. Fiddlin' Jim Burke was actually a pseudonym used by the late Doc 
Roberts of Richmond, Kentucky who recorded some 200 sides for various companies 
In the late 1920's and early 1930’s 

6. SUSIE'S BAND was composed by fiddler Charlie Bell from Elkwater, not far 
from Becky's Creek Charlie had a family band, The Bell String Band, with his wife, 
Susie and four children. Charlie, a spry 93 years young, presently lives with Susie in 
Valley Bend. WV When asked how he came to name this tune, he replied "I had a 
good lookin' woman and her name was Susie. I gave It a good name It was a good 
piece " Some years ago Woody played in a contest in which Charlie was a judge 
Always a shrewd contest fiddler, Woody played "Susie's Band" and, of course, won 
the contest when Charlie, delighted to hear his own tune, gave Woody the highest 
score possible. 

7. SWEET BUNCH OF DAISIES This 1890's sentimental piece reappeared in 
1926 as a hit record for Clayton McMlchen (Columbia 151 1 1-D) Woody once plaved 
the tune as a duet with McMlchen during a show at Harrisonburg. Virginia in 1935 At 
that time, Woody was playing with The Leary Family who were sharing the bill with 
McMichen (One member of the Leary Family. Wilma Lee. later married Stony 
Cooper and became a star of The Grand Old Opry. Since Stony's death she has con- 
tinued to perform with her band, The Clinch Mountain Clan ) Burt plays the harmony 
part 

8. LIZA JANE Woody knows several different tunes by this name, but this version 
was learned relatively recently He and Burt happened to see two tiddlers playing it in 
harmony on television Burt already knew the tune and taught It to Woody To 
distinguish it from other "Liza Janes", this tune is frequently called "Goodbye Liza 
Jane". 

Thanks to record collector Joe Bussard of Frederick, MD for his help In Identifying 
the old 78 recordings cited in these notes 

Bob Dalsemer 

Baltimore, MD 

July. 1979 


A booklet about Woody's life and music Is enclosed. 

ELDERBERRY RECORDS 
The Cultural Center 
Cap i >i complex 

Charleston, WV 25305 
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PRODUCED BY 

BOB JOHNSTON 


YOU CAN'T TREAT LOVE THAT WAT 
RUNNIN' AROUND 
FAST LIVIN' 

THERE WAS A TIME 
SHOOTOUT IN THE PARKING LOT 


Sido Two 

NEVER GONNA LET YOU GO 
ROLL ME OVER 
LITTLE DANCER 
COME AND TAKE MY LOVE 
DAYS AND NIGHTS 


EXECUTIVE PRODUCER 
JOSEPH E. SULLIVAN 
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Sde One 

Listen To The Blues 
Standin’ On The Outside 
Help 

Seattle Blues 
Moonbelly 


Side Two 

Don't Let My Baby Ride 
Let My Mind Run Back 
Feast Goln' On 
On The Road Again 


ALBUM CREDITS 

Isaac Scott: Guitars, Piano, and Vocals 
Dave Conant: Rhythm Guitar 

Gary Williams: Drums 
Don Irwin: Organ 
Tony Thomas: Bass 


Dan Dean: Bass: HELP. FEAST GOING ON. 
DON'T LET MY BABY RIDE 

Julian Prlester: Trombone 

Les Cllnklngbeard: S.ix 

Bob Krinsky: Back-Guitar, Synth on HELP 


Dick Powell: Blues Harp and B-3 

Recorded at Second Sun Production Studios 

Vashon Island. Washington 

Dan Dean Courtesy Inner Gty Records 

Produced and Recorded by Bob Krinsky 




© & O 1982. First American Records, Inc. A First American / R Axford Production Manufactured and Distributed by FIRST AMERICAN RECORDS, INC. 73 Marion St., Seattle WA 9C104 USA All Rights Reserved Design & Photography: Tim Celeski 






Pocketwatch Paul 
&The Rhythm Rockets 


BLUE WAVE 


SIDE A 
JUST ASKIN 

(P. Switzer) 

LET’S DO IT AGAIN 

(11. lialaj) 

LONG LEGGED WOMAN 

IV. Salerno) 

HUMAN MAN 

IP. Switzer) 

GET IN TROUBLE 

111. Charles) 

GETTIN’ ON A BUZZ 

IP. Switzer) 

MUSICIANS 

Poeketwateh Paul, vocals and guitars 
Mol) lialaj. bass and background vocals 
Eric Jensen, drums 
Professor Eddie busk, keyboards 
Vince Salerno, tenor s:l\ and harmonica 
Detroit Cary Wiggins, tenor and alto sa,\ 
Mill Cilardon, irombone 
Mike Mossman, trumpet 


SIDE B 
DAYTRIPPER 

l bennon-McCarlney) 

CREDIT CARD BLUES 

IP. Switzer) 

COME ON GIRL 

(V. Salerno) 

WHISKEY IS MY LOVER 

IV. Salerno) 

DIOR 130 YOU FEEL 

I IV Charles) 

CHOO CHOO 

IV. Morton, D. Darling, M. Cahler) 

BACKGROUND VOCALS 

Cloria Hardiman 
Ciail Washington 
Clenn Wierzbicki 

Mike Clenn. additional trombone 

ARRANGEMENTS 

Mill Cilardon, Mike Clenn. Paul Switzer. 
Vince Salerno, Mob lialaj 


COPYIS TS: Mill Cilardon, Mike Clenn 
Hecorded at Chicago I'raw Studios 
Engineering by ,\l Ursini and Tom Matthews 
Mix hy Paul Sw itzer and .\l Crsini 
Artwork by ,\'oel Merry and Catherine Meindl 

PRODUCED BY PAUL SWITZER 

Special 'Thanks to: 

J. b. Switzer, Reid llyams, Mii’age Video, Vincent (). Salerno 


Dedicated to the Memory of Daw: Horn 
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POCKETW\TCH 

PAUL 

and the rhythem rocketts 






POCKET W ATCH PAUL 
AND THE RHYTHM ROCK ETS 

THE ALBUM 11 BLUEWAVE 17 "" 


POCKETWATCH PAUL and the RHYTHM ROCKETS are taking the blues 
music of the last three decades Into the 80*s with a fresh 
new punch that can only be described as BLUEWAVE MUSIC, 


BLUEWAVE MUSIC Is a hybrid music combining blues, rock, and 
soul of the 40* s and 50 ' s with the kick of the 60*s and ?0's, 
creating an original energy for the 80' s. 


POCKETWATCH PAUL and the RHYTHM ROCKETS are a seasoned group 
of musicians comprising of some of the finest blues and rock 
players In the Windy City. 


THE RHYTHM ROCKETS HAVE CONSISTENTLY PLEASED BLUES AND ROCK 
AUDIENCES THROUGHOUT CHICAGO, THE MIDWEST, AND CANADA. . . 


POCKETWATCH PAUL is currently Involved in contract negotiations 
to produce a VIDEO performance. 


THE STORYLINE VIDEO will be shot on different locations and sets 
in CHICAGO and will feature some of the original material from 
this latest album BLUEWAVE. 


BLUEWAVE DOES FOR MUSIC. . . WHAT ROCK DID FOR ROLL. . . 

POCKETWATCH PAUL CAN DELIVER THE FINEST ENTERTAINMENT for 
your Lounge, Club, or Organization. . . be it live, recorded, 
or video. 


FOR INFORMATION CALL OR WRITE i 
RE i Album Sales 
Bookings 
Video Tapes 


JAMOR PRODUCTIONS 
843 W. Roscoe 
CHICAGO, IL 60657 


312-871-1346 




POCKETWATCH PAUL 




SOPER 


The Citizen, Ottatoa, Thursday, April 29, 1982, 


Entertainment 


Pockctwatch Paul 
and the Rhythm Ro- 
ckets, The Saucy Noo- 
dle, 4(l‘> Somerset St. 
W. 

Pockctwatch Paul 
got his name trying to 
get a foothold on the 
blues scene in the west 
side of Chicago. 



Nights out 

Evelyn Erskine 


“The west side is the 
part that burned down 
during the riots of 
1968. it’s the toughest 
section of town,” said 
the lead vocalist re- 
counting his past ex- 
ploits as the Rhythm 
Rockets sat around 
chuckling knowlingly. 

“That’s when I 
started carrying a po- 
cketwatch. In the last 
set I’d pull it out every 
couple of minutes and 
say to myself, ‘Now 1 
have 10 minutes before 
I have to go out and 
fight the world.’ “ He 
summed up the story 
by displaying a gold 
watch on a chain and 
returning it to his po- 
cket. 

Pocketwatch talks 
about the seamy thrills 
of being a bluesman 
with a certain amount 
of enjoyment. The 
blues scene and its 
music has intrigued 
him since his early 
teens. The yen soon 
got strong enough to 
compel him to leave 
his native city of Mon- 
treal and stake out a 
place in Chicago, the 
home of electric blues. 

Pocketwatch infuses 
a measure of bluesman 
dramatics into the 
music but his genuine 
enthusiasm overpowers 
the theatrical dangers. 
Instead, it motivates a 
six-man blues mini- 
orchestra to dish out 
some invigorating boo- 
gie-woogie. 

With two horns 
blasting, keyboards 
whooshing, drums rol- 
ling and Pocketwateh’s 
fast-fingered rough 


edge on guitar, the 
band put out a heated 
electric rave-up. 

They even gave spice 
to a bluer than blues 
number like Just How 
Blue Can You Get , a 
tempo Pocketwatch 
calls “down in the 
alley". With the me- 
lancholy mood seem- 
ingly locked in with 
The Professors’ deep- 
toned humming organ 
and some sadly paced 
rhythms, the music 
turns on a dime into 
the rockin' blues, with 
saxes angled full-tilt 
and some jagged guitar 
riffs that rip. A mo- 
ment later it is back to 
the bluest of blue. 

The members under- 
score the notion of 
blues-based rock. They 
draw out the funkier 
elements of Flvis Pre- 
sley’s Jailhouse Rock 
and exaggerate them 
into a heavy get-down 
Chicago sound. They 
give The Beatles’ Day 
Tripper a similar treat- 
ment, also bringing to 
it a jazz-funk fusion 
treatment. 

The originals do not 
suffer under the weight 
of these sometimes ra- 
dical reworkings. They 
fit into lean boppin’ 
blues sound of the 
band’s original materi- 
al. 

Pocketwatch knows 
how to pace the mood 
of the show. For the 
wind-up he draws on 
gospel flavorings. The 
proceedings turn into 
the tone of a revival 
meeting with the vocal- 
ist stalking into the 
audience, waving his 


fists and roaring the 
lyrics as though he 
were challenging them 
to ignore him. Certain- 
ly the band did not 
exit without leaving an 
impression on them. 

Pocketwatch Paul 
and the Rhythm Ro- 
ckets perform until 
Saturday. 




Pocketwatch Paul & 

Blues fans of the city will be out in full force 
this weekend to catch an exciting blues act at 
the Riverview Arms. You needn't brave the dark 
streets of Chicago at 4 a.m. to hear genuine 
Chicago blues at its finest. 

POCKETWATCH PAUL AND THE RHYTHMN 
ROCKETS are among the best of Chicago's 
blues performers. They play various blues 
standards mi xe,d with new arrangements of 
jazz-blues tunes. By carrying a horn section, the 
band is able to provocatively interpret and 
create a new dimension for the blues. They'll do 
rhythmn & blues like early JOHNNY WINTER 
and ERIC CLAPTON mixed with some jazz stuff 
and traditional blues with an upbeat, doubling 
up the time. 

Pocketwatch Paul is the onlt member of the 
band not from Chicago, coming from Montreal 
originally. He's played guitar for 14 years and 
has' been in various bands around Montreal for 
10 years, most notably the FACTORY BLUES 
BAND, who later moved to play out of Toronto 
for three years. 

"I wanted to extend my education of the blues 
and moved to Chicago, the blues capital of the 
world, about four years ago. I had to pay my 
dues there," said Paul, who was a rookie in the 
Chicago blues scene. 

"I played as a sideman in three or four 
different bands BIG LEON, MIGHTY JOE 
YOUNG, JUNIOR WELLS and BUDDY GUY, and 
on an album with LEFT HAND FRANK." Paul 
was also a co-front man with DIME STORE 
FRED and then about a year ago, he struck out 
on his own. He graduated to a solo act in the no- 
nonsense blues bars of Chicago where they 
don't cotton to facsimilies. 

"I played a lot of West Side joints where I was 
the only white guy in the place," said 
Paul, "When they ask for blues in those bars, 
man, you play blues!" He’s played bars like 
Theresa's, Biddy Mulligans, Elsewhere and 
Kingston Mines. 

Paul handpicked five sidemen fromsome of 
the best blues bands in the city, North, South, 
East sides, for his own band. 


Rhythmn Rockets 


THE RHYTHMN ROCKETS play some iunk, 
rock & roll and soul besides genuine blues. 
They also do some CHUCK BERRY standards, 
some B.B. KING arrangements and some! jazz 
shuffles. They've been compared to everything 
■rom B.B. KING to ALBERT KING to THE 
METERS. u . ' 

Before coming to Fredericton, they played the 
"Improvue" club in the HOTEL IROQUOIS In old 
Montreal. "Schnurmaker, a very critical 
reviewer in Montreal, went on CJAD Radio three 
times telling folks to catch us before we left 
town," Paul said, "Response has been great on 
this tour. They also gave us a thumbs up review 
in the Gazette. Winters are hard in Montreal and 
so they are into the blues.. .you know.,.they get 
up singing EVERYDAY I HAVE THE BLUES." 1 
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MONTREAL, 

THURSDAY. MAY 1. 1980 
202nd YEAR 
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Pocketwatch Paul 



Better known by the colorful moniker of 
Pocketwatch Paul, guitarist Paul Switzer 
has played the local blues circuit frequently 
over the last five years. Along with harp 
blower Dimestore Fred, Paul used to gig 
regularly with the likes of Left Hand Frank 
Craig and Big Leon Brooks. 

But now, Paul’s leading his own combo, 
the Rhythm Rockets. Their repertoire in- 
cludes Rhythm & Blues, ’50s rock V roll 
and Paul’s old specialty, Chicago blues. 
“You have to be pretty esoteric to listen to 
blues all night long,’’ Paul notes. 

Ex-Mellow Fellow Bob Pina handles the 
keyboards with the band, while bassist Bob 
Halaj and former Ladykiller Eric Jensen on 
drums comprise the rhythm section. Vince 
Salerno plays tenor sax (and doubles on 
harp) and Bob Baurley blows alto. The band 


spends 12-14 weeks of every year on the road 
imPaul’s native Canada. 

The Rhythm Rockets recently cut four 
tracks as part of a self-produced album that 
they hope to release next spring. Their cur- 
rent club set ranges from R&B material like 
Floyd Dixon’s (or more recently, the Blues 
Brothers’) “Hey Bartender” to straight 
blues, such as “Sweet Home Chicago.” 

Now, concerning that nickname: it seems 
that veteran harpist Leon Brooks dubbed 
him “Pocketwatch Paul” due to his pen- 
chant for habitually checking his watch 
toward the end of some of their tougher 
blues gigs together. With his current band’s 
extensive touring schedule, there’s no longer 
any need for that. 


—Bill Dahl 



VIDEO PRODUCTIONS INC. • P.O. Box 533, Palos Park, IL 60464 • 312/448-6566 


October 21, 1982 


Paul Switzer 

843 W. Roscoe 

Chicago, Illinois 60640 


Dear Paul, 

The videotape we made at FitzGeralds on October Sth 
is ready. The low-light conditions at FitzGeralds made 
taping extremely difficult, but after editing and enhancing 
the picture we feel we have a good tape, we're really excited 
about the energy you get from this tape and it's left alot 
of people who have seen it wondering, "Who are these guys". 

The last set is especially good. We'd lixe to get one more 
on location shoot possibly in a club with better lighting 
since we want to avoid using quartz bulbs as this is frowned 
upon by many club owners. We've also come up with new ideas 
concerning the marketing of these tapes in the future. 

Rich will be in touch with you next v. ek so > e can A this 
current tape out to you. Again, thanks for everytning and much 
success to you and your band in the future '. 



SEPTEMBER 13, 1980 BILLBOARD 


It’s not just the new wave groups 
that are recording and producing 
45s. Paul Switzer, front man for 
Pocketwatch Paul and his Rhythm 
Rockets, a traditional, horn -oriented 
r&b act, recently produced on inde- 
pendent 45, for many of the same 
reasons that prompted new wave 
acts to record their own singles. 

“You can play every club in the 
Midwest, but if someone wants to 
know what you sound like on record, 
it’s nice to be able to show them,” 
says Switzer. 

Switzer had 1,000 copies of his 
single pressed and many of them 
were sent to record companies and 
radio stations. The remaining 45s 
were sold at clubs where Switzer was 
working, sometimes out of the trunk 
of his car. 

“I’ve had good response to the 
record,” Switzer says. “Everything 
considered, it was a good idea. As a 
matter # of fact, we’re going into the 
studio in a few weeks and cut a 
couple more sides.” 
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SIDE ONE 


THE HOUSE OF THE RISING SUN (sue) 

I'M COMING BACK rus; 

MR. SUNBEAM (3:15) 

LOVE YOU TRUE (3:52) 

PERFECT LADY (2:57) 

SIDE TWO 

WAKE UP! (3:48) 

THE LOVE THAT I NEEDED (2:57) 

I HAVE TRIED (3:30) 

DON'T MAKE ME SUFFER (3:30) 

MUSIC IN THE CITY (3:06) 

COVER ART: WALT YABLONSKY 

ALBUM DESIGN: MO STROM FOR BOB HEIMALL, INC. 



From his beginnings as a member of The 
Animals in 1964, Alan Price has been a 
prominent contributor to the British rock scene. 
With The Animals, he recorded such classics as 
"THE HOUSE OF THE RISING SUN”, "DON'T LET 
ME BE MISUNDERSTOOD", "WE'VE GOTTA 
GET OUT OF THIS PLACE", and "IT'S MY LIFE". 
He was the author and a featured co-star in 
the epic movie "Oh! Lucky Man", which was a 
critical success in the mid-70's. 

Most recently, he has pursued a career as a 
solo artist and has had chart successes with "I 
PUT A SPELL ON YOU", "SIMON SMITH AND 
HIS AMAZING DANCING BEAR", and "JARROW 
SONG". 

On this recent Bones Howe production, 
you will hear what many consider one of the 
most sensitive and intelligent interpretations of 
the classic "THE HOUSE OF THE RISING SUN". 

Alan Price plays Acoustic Piano, Hammond Organ, and Polymoog 
Synthesizer on this album. 
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“THE GOOD DR. JACK” 
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SIDE ONE 

l lighway Comes A Callin' 
I'll Be Kinder* 

LOngtail* * il’h.iemon leplurus) 

Harbor Nights 
Brookline Station 

SIDE TWO 

Take It Off 
Hoad Signs 
Winn Mountain 
Goodbye Blue Eyes 
Oh. New Hampshire 


All songs written by J.P. Polidoro. Ph.I). 


J.P. Polidoro — Lead vocals, harmony vocals* 

12 - and 6-string acoustic guitars 
Alan Stapleford — Lead acoustic 6-string guitar. 

5-string banjo, harmony vocals* * 
H.A. “Pete” Forget — Bass. Linn Drum & Percussion 

Engineers — Pat Costa & Jack Pinard 
Studio Mix — Jack Pinard. Pat Costa 
J.P. Polidoro 



Cover Artwork — Fran Slattery 

Back Layout & Type - Donna Wright. Digitype. Inc. 

Back Photography - Barbara Jean Cleland 

PRODUCED BY BARBARA JEAN CLELAND & 
J.P. POLIDORO 


This album is dedicated to my children: Michael Anthony. Christopher James, and Kimberly Ann Polidoro 

THANKS ARE EXTENDED TO: Becky Secrcsl for harmony vocals on "Brookline Staffin ': Peter Probst tor the loan ot his Martin D- 28 . 
Connie Valimonl lor her help on the last verse of "Brookline Station" and to 
Cosmo and Fast Richard lor their friendship and the memories ot "Fast Richard s Saloon" at "Brookline Station" 

SPECIAL TIIANKS are extended to Barbara Jean Cleland 
whose continuous support and encouragement resulted in the completion ol this album. 


J.P. Polidoro, Ph.D.. 1984 


Warning: Unaulhorixad 
duplication la a violation 
ot applicable law* 


Longtnil Music Publishing Co. 


Recorded at Eastern Sound Studios, Methuen, Massachusetts 
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HIGH FIDELITY RECORDINGS, INC. 
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GEORGE WRIGHT PLAYS THE 
CONN ELECTRONIC ORGAN as you 

have never before thought possible. Some of you pipe 
organ fans may question this use of George’s pipe organ 
talents. To explain, Mr. Wright has had many requests 
from owners of electronic organs to record an album 
played on an electronic organ. There are more than 
500,000 such instruments in homes throughout this 
country and abroad, so considering the potential of his 
listeners, Mr. Wright agreed to make this recording, even 
though he prefers theater pipe organ to an electronic 
organ. 

George Wright's intention here is to show what can be 
done with an electronic organ to make it sound like a pipe 
organ. There is no doubt the electronic "organ” is ingeni- 
ous in its imitation of true pipe organ sound. Even the 
layman, however, can detect the considerable difference 
between the best electronic organ and an organ sounding 

Madeira • How Come You Do Me Like You Do • 
Under Paris Skies • That Honky Tonky Melody 


STEREO 


HIFiniililllUl 


REO U S PAT. OFF 


ALBUM NO. R-712 


from actual pipes, which is, in the strict sense, a true 
musical instrument. 

In his search for the most truly imitative electronic organ, 
George Wright decided upon the Conn Electric Organ, 
which when used with Electro Music's Leslie Organ 
Speaker, produces the best electronic organ sound. The 
Conn Electronic Organ is manufactured by C. G. Conn, 
Ltd., of Elkhart, Indiana, long makers of musical in- 
struments such as saxophones, trumpets, etc. 

We don't want to leave the impression from preceding 
comment that the electronic organ is without its proper 
place. Pipe organs are very expensive, bulky, and because 
of this, necessarily restricted to a few, compared with the 
larger number who would own them, circumstances per- 
mitting. Definitely, the electronic organ has its place, 
since it costs no more than a good grand piano and takes 
up no more space. By this means, a half million people 
or more who otherwise couldn’t, arc able to play and 

Aunt Blanche’s Boogie • La Borrachita 
• Pavane • Ragging The Scale 


make synthetic organ sounds. At some future date, elec- 
tronic science may perfect an even closer imitation of true 
pipe organ sound. 

As most of you are aware, George Wright is THE theater 
style organist. He has cleverly played things on the Conn 
Electronic Organ that are distinctly novel and entertain- 
ing. The Wright virtuosity is always a real musical treat. 

The master recording of this album was made on a three- 
track Ampex magnetic tape recorder, using three Tele- 
funken microphones. This tape was later transcribed to a 
master acetate disc cut on a Scully automatically variable- 
pitch lathe, using Westrex "B" series heated stylus cutting 
head. Pressings are custom pure Vinyl. 

This recording is also available on prerecorded HI FI 
TAPE for both monaural and stacked head stereophonic 
tape playback. 

USE STANDARD RIAA ORTHO BASS BOOST ANO TREBLE ROLL OFF 

Beer Barrel Polka 
The Cactus Polka 


Cool Tango • She’s Funny That Way 
» Wrap Your Troubles In Dreams 



AN EVEREST RECORDS PRODUCTION / WRITE FOR FREE CATALOG / EVEREST RECORDS, 10920 WILSHIRE BLVD., SUITE 410, LOS ANGELES, CALIFORNIA 90024 



OUR ANNIVERSARY 
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SIDE ONE 
Daddy's Home — 2:47 
This I Know — 2:26 
Ready For Your Love — 2:46 
You'll Be Sorry - 1:55 
What Did Daddy Do — 2:41 
Gee Baby, What About You — 2:23 


What is the chemistry of a memory? What are the 
special ingredients in a moment that make it so 
memorable? 

Whatever it is — Shep and The Limelites have it. 
The songs in this album are unforgettable memories; 
The mellow and lyrical sounds of songs like "Daddy's 
Home" not only made them enormous hits when 
they were first released but can still provide an ex- 
citing listening experience even today. 

These songs are oldies and goodies — and yet they 
also sound remarkably like Newies! 

This is the unique magic of Shep and The Limelites. 
Once They sing a song, it stays sung. Always fresh, al- 
ways inventive, always new. 

For those who have heard these songs before, this 
album will be a time and memory Recreated. For 
those who will be discovering these songs for the first 
time, a rare treat is in store. The blend of Shep and 
The Limelites falls easily on the ears — whether the 
group is rocking or dreaming, wild or tender, the mu- 
sic is always tasty. 

Maybe that's the secret of longevity. Maybe that's 
why this album by Shep and The Limelites is a collec- 
tor's item that any real contemporary-music fan 
should own. No maybes — you'll love it! 


ROULETTE 




SIDE TWO 

Our Anniversary — 2:34 

Who Told The Sandman — 2:33 

Three Steps From the Altar — 2:15 

Oh What A Feeling — 2:40 

Stick By Me And I'll Stick By You — 2:13 

I'm A Hurlin' Inside — 2:43 


A PROPERTY OF NOM MUSIC INC. 

distributed exclusively by ROULETTE RECORDS INC. • 1631 Broadway, N.Y., 10019 










Spotlight on VAUGHN MONROE, 
TED WEEMS, and ORRIN TUCKER 



ORRIN TUCKER 


JOYCE 

LP-4004 




Spotlight on VAUGHN MONROE, TED WEEMS, 

and ORRIN TUCKER 


OTHER JOYCE LPs AVAILABLE FROM YOUR LOCAL RECORD STORE 


ONE NIGHT STAND WITH JAN SAVITT LP-1002 

SPOTLIGHT ON ARTIE SHAW - 1945 LP-1003 

ONE NIGHT STAND WITH ELLIOT LAWRENCE LP-1004 

ONE NIGHT STAND WITH LARRY CLINTON LP-1005 

ONE NIGHT STAND WITH HAL MclNTYRE LP-1006 

ONE NIGHT STAND WITH BUDDY RICH LP-1007 

ONE NIGHT STAND WITH LES BROWN LP-1008 

ONE NIGHT STAND WITH STAN KENTON LP-1009 

SPOTLIGHT ON ARTIE SHAW Volume 2 LP-1010 

ONE NIGHT STAND WITH SONNY DUNHAM LP-1011 

ONE NIGHT STAND with the BATTLE OF THE BANDS LP-1012 

ONE NIGHT STAND with ERSKINE HAWKINS- 1946 LP-1013 

ONE NIGHT STAND with HARRY JAMES LP-1014 

ONE NIGHT STAND with CLAUDE THORNHILL- 1946- ’49-'51 LP-1015 

ONE NIGHT STAND with GLEN GRAY, 1944 LP-1017 

ONE NIGHT STAND with BILLIE ROGERS LP-1018 

ONE NIGHT STAND WITH RUSS MORGAN, May 1946, plus others LP-1019 

ONE NIGHT STAND WITH DORIS DAY LP-1020 

ONE NIGHT STAND WITH WOODY HERMAN LP-1021 

ONE NIGHT STAND WITH TOMMY DORSEY LP-1022 

ONE NIGHT STAND WITH DUKE ELLINGTON LP-1023 

ONE NIGHT STAND WITH HARRY JAMES, Volume 2 LP-1024 

ONE NIGHT STAND WITH BUDDY RICH, Volume 2 LP-1025 

ONE NIGHT STAND WITH VIDO MUSSO LP-1026 

ONE NIGHT STAND WITH BOB STRONG , LP-1027 

ONE NIGHT STAND WITH BOBBY SHERWOOD LP-1028 

ONE NIGHT STAND WITH GENE KRUPA LP-1029 

ONE NIGHT STAND WITH KENTON AT THE COMMODORE LP-1030 

ONE NIGHT STAND WITH CHARLIE BARNET, Volume 2 LP-1031 

ONE NIGHT STAND WITH CAB CALLOWAY LP-1032 

ONE NIGHT STAND WITH RAY McKINLEY LP-1033 

ONE NIGHT STAND WITH HARRY JAMES IN 1944 LP-1034 

ONE NIGHT STAND WITH EDDIE CONDON LP-1035 

ONE NIGHT STAND WITH HENRY KING LP-1036 

ONE NIGHT STAND WITH WOODY HERMAN and ALLAN JONES LP-1037 

ONE NIGHT STAND WITH LES BROWN, Volume 2 LP-1038 

ONE NIGHT STAND WITH CHARLIE SPI VAK LP-1039 

ONE NIGHT STAND WITH STAN KENTON, AT THE CLICK LP-1040 

ONE NIGHT STAND WITH ARTIE SHAW, 1939 LP-1041 

ONE NIGHT STAND WITH TOMMY DORSEY, Vol. 2 LP-1042 

ONE NIGHT STAND WITH JAN SAVITT AT KYW, 1937 LP-1043 


RADIO DISCS OF TONY PASTOR LP-2001 

RADIO DISCS OF HARRY JAMES (Buddy Rich) LP-2002 

RADIO DISCS OF RANDY BROOKS LP-2003 

RADIO DISCS OF TOMMY DORSEY LP-2004 

RADIO DISCS OF CHARLIE SPIVAK (all V Discs) LP-2005 

RADIO DISCS OF TEX BENEKE LP-2006 

RADIO DISCS OF LES BROWN (Stone and Day) LP-2007 

RADIO DISCS OF GENE KRUPA (All V Discs) LP-2008 

RADIO DISCS OF JIMMY DORSEY (All V Discs) LP-2Q09 

RADIO DISCS OF HARRY JAMES, Volume 2 (V Discs) LP-2010 

RADIO DISCS OF ZIGGY ELMAN and BRICK FLEAGLE LP-201 1 

RADIO DISCS OF CHARLIE BARNET (All V Discs) LP-201 2 

FILM TRACKS OF CHARLIE BARNET LP-3001 

FILM TRACKS OF RICH AND KRUPA LP-3002 

FILM TRACKS OF STAN KENTON LP-3003 

SPOTLIGHT ON TUCKER, FIORITO and GARBER LP-4001 

SPOTLIGHT ON WALD, SAVITT and JAMES LP-4002 

SPOTLIGHT ON JACK TEAGARDEN LP-4003 


JOYCE MUSIC CORP. 
BOX 1707 

ZEPHYRHILLS, FL 33599 
JOYCE 

770334 LP 4004 


JOYC £ 


SIDE ONE 

Vaughn Monroe, Palladium, 1947 

1. WE COULD MAKE SUCH BEAUTIFUL MUSIC TOGETHER 

(Vocal by Vaughn Monroe and Betty Norton) 

2. IT'S MY LAZY DAY 

(Vocal by Vaughn Monroe and The Moon Maids) 

3. AND SO TO BED 

(Vocal by Vaughn Monroe and The Moon Maids) 

4. MY BLUE HEAVEN 

(Vocal by Vaughn Monroe and The Moon Maids) 

5. THE THINGS WE DID LAST SUMMER 

(Vocal by Vaughn Monroe and The Moon Maids) 

Ted Weems, El Patio Ballroom, Denver, Colo., Aug. 22, 1945 

6. ON THE ATCHESON TOPEKA AND SANTA FE 

(Vocal by Russ Bodine) 

7. THERE'S NO YOU 

(Vocal by Larry Noble) 

SIDE TWO 
Broadcast continues 

1. ON THE SUNNY SIDE OF THE STREET 

(Vocal by Mary Lee) 

2. ON THE MONTANA PLAINS 

(Vocal by Mary Lee) 

3. 9:20 SPECIAL 

Orrin Tucker, Mark Hopkins Hotel, San Francisco, Cal. 1947 

4. IS IT TRUE WHAT THEY SAY ABOUT DIXIE 

(Vocal by Orrin Tucker) 

5. BLESS YOU 

(Vocal by Scotty Marsh) * 

6. MINAGUA NICARAGUA 

(Vocal by The Bodyguards) 

7. I'LL CLOSE MY EYES 

(Vocal by Scotty Marsh) 

8. I NEED LOVIN' 

(Vocal by Orrin Tucker) 

9. WHO'S SORRY NOW 

'slight imperfection in master. 


JOYCE MUSIC is publishing a complete line of Big Band Disco- 
graphies. Each book contains all the commercial recordings made by 
the band, along with personnel, dates, locations, master numbers, 
and record numbers (including reissues on LPs). Also listed are trans- 
criptions, movie work and any radio or TV programs known to be 
preserved. Indexes of tune titles are a part of each book. These books 
are soft-bound, printed-on 8/6x11 paper and a complete collection of 
these should be a part of every serious collector's library. 

Available books include Charlie Barnet, Jan Savitt, Larry Clinton. 
Elliot Lawrence, Tony Pastor, Hal McIntyre, Buddy Rich, Tex Beneke, 
Charlie Spivak, Bob Chester/Teddy Powell, Les Brown, Artie Shaw. 
Harry James 1937-1950, Harry James 1951-1975. Claude Thornhill 
and Cab Calloway. More will be forthcoming in the near future. 
your local jazz dealer for these books. If they are not available, write 

JOYCE MUSIC CORPORA TION 
Box 1707, Zephy Hulls, Florida 33599 


VAUGHN MONROE 

A LEGEND 

CANDLELIGHT AND 

WINE 


SHEP FIELDS - VAUGHN MONROE - FRANKIE CARLE - BUDDY MORENO - CLYDE McCOY - ART MOONEY - RUSS 
MORGAN - WOODY HERMAN - SAMMY KAYE - COUNT BASIE - BLUE BARRON - RALPH FLANAGAN - LARRY 
CLINTON - TEDDY POWELL - JIMMIE LUNCEFORD - TONY PASTOR - RAY ANTHONY - CHARLIE BARNET - LES 
ELGART - RED NICHOLS - THE MODERNAIRES - SONNY DUNHAM - LENNY HERMAN - TOMMY TUCKER - GENE 
KRUPA - RAY McKINLEY - CLIFF EDWARDS - CLAUDE THORNHILL - JAN GARBER - ZIGGY ELMAN - DEL 
COURTNEY - RANDY BROOKS - FOUR ACES - ALAN DALE - HENRY BUSSE - BOBBY SHERWOOD - SHEP FIELDS - 
VAUGHN MONROE - FRANKIE CARLE - BUDDY MORENO - CLYDE McCOY - ART MOONEY - RUSS MORGAN - WOODY 
HERMAN - SAMMY KAYE - COUNT BASIE - BLUE BARRON - RALPH FLANAGAN - LARRY CLINTON - TEDDY 
POWELL - JIMMIE LUNCEFORD - TONY PASTOR - RAY ANTHONY - CHARLIE BARNET - LES ELGART - RED 
NICHOLS - THE MODERNAIRES - SONNY DUNHAM - LENNY HERMAN - TOMMY TUCKER - GENE KRUPA - RAY 
McKINLEY - CLIFF EDWARDS - CLAUDE THORNHILL - JAN GARBER - ZIGGY ELMAN - DEL COURTNEY - RANDY 
BROOKS - FOUR ACES - ALAN DALE - HENRY BUSSE - BOBBY SHERWOOD - SHEP FIELDS - VAUGHN MONROE - 
FRANKIE CARLE - BUDDY MORENO - CLYDE McCOY - ART MOONEY - RUSS MORGAN - WOODY HERMAN - SAMMY 
KAYE - COUNT BASIE - BLUE BARRON - RALPH FLANAGAN - LARRY CLINTON - TEDDY POWELL - JIMMIE 
LUNCEFORD - TONY PASTOR - RAY ANTHONY - CHARLIE BARNET - LES ELGART - RED NICHOLS - THE 
MODERNAIRES - SONNY DUNHAM - LENNY HERMAN - TOMMY TUCKER - GENE KRUPA - RAY McKINLEY - CLIFF 
EDWARDS - CLAUDE THORNHILL - JAN GARBER - ZIGGY ELMAN - DEL COURTNEY - RANDY BROOKS - FOUR ACES - 
ALAN DALE - HENRY BUSSE - BOBBY SHERWOOD - SHEP FIELDS -VAUGHN MONROE - FRANKIE CARLE - BUDDY 
MORENO - CLYDE McCOY - ART MOONEY - RUSS MORGAN -WOODY HERMAN - SAMMY KAYE - COUNT BASIE - 
BLUE BARRON - RALPH FLANAGAN - LARRY CLINTON - TEDDY POWELL - JIMMIE LUNCEFORD - TONY PASTOR - 
RAY ANTHONY - CHARLIE BARNET - LES ELGART - RED NICHOLS - THE MODERNAIRES - SONNY DUNHAM - 
LENNY HERMAN - TOMMY TUCKER - GENE KRUPA - RAY McKINLEY — CLIFF EDWARDS - CLAUDE THORNHILL - 
JAN GARBER - ZIGGY ELMAN - DEL COURTNEY - RANDY BROOKS - FOUR ACES - ALAN DALE - HENRY BUSSE - 
BOBBY SHERWOOD - SHEP FIELDS - VAUGHN MONROE - FRANKIE CARLE - BUDDY MORENO - CLYDE McCOY - ART 
MOONEY - RUSS MORGAN - WOODY HERMAN - SAMMY KAYE - COUNT BASIE - BLUE BARRON - RALPH FLANAGAN 
- LARRY CLINTON - TEDDY POWELL - JIMMIE LUNCEFORD - TONY PASTOR - RAY ANTHONY - CHARLIE BARNET - 
LES ELGART - RED NICHOLS - THE MODERNAIRES - SONNY DUNHAM - LENNY HERMAN - TOMMY TUCKER - 
GENE KRUPA - RAY McKINLEY - CLIFF EDWARDS - CLAUDE THORNHILL - JAN GARBER - ZIGGY ELMAN - DEL 
COURTNEY - RANDY BROOKS - FOUR ACES - ALAN DALE - HENRY BUSSE - BOBBY SHERWOOD - SHEP FIELDS - 


BH6-601 

BLUE HEAVEN RECORDS 


PERFORMANCES NEVER BEFORE AVAILABLE 


SERIES VI VOL.l 

COLLECTOR'S ITEM 





A LEGEND 

VAUGHN MONROE 
And His Orchestra 

CANDLELIGHT AND 

WINE 


CANDLELIGHT AND WINE 
BALLYHOO 
TABBY THE CAT 
BOSTON ROCKER 
SOMEONE TO LOVE 
MORE AND MORE 
DARK EYES 
ACAPULCO 

STOP WATCHIN’ THE CLOCK 
WHEN YOU PUT ON THAT OLD BLUE 

SUIT AGAIN 


VOCALS BY 
Vaughn Monroe 
Norton Sisters 
Del Parker 

BLUE HEAVEN RECORDS, INC., P.O. BOX 99, WOODBURY, N.Y. 11797 



BH6-601 

SERIES VI VOL.l 

COLLECTOR'S ITEM 
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First off, the music on this record, an extraordinary 
testimony to communication, was conceive*! by Pat Mar- 
tino as a personal tribute to, a ‘visit' with, the memory of 
Wes Montgomery. I suppose that anybody hip enough to 
even think of buying this record knows all about Wes and 
that there is, therefore, no reason even to note that he was 
the most dynamic figure on jazz guitar since Charlie 
Christian. This album, though, is anything but a musical 
obituary: it is a serenely swinging date that comments on 
the friendship between one giant gone and another who is 
carving his name in increasingly bolder and more indelible 
colors. It has something to say about that sacred DMZ of 
Influence on which every artist must look back with bitter- 
sweet ambivalence. Above all, it is about the continuing 
odyssey of Pat Martino. 

One of the saddest ironies of 1968 was that only a few 
months after the mixing was completed on Pat’s first re- 
cordings. Wes suffered a fatal heart attack. Despite a twenty 
year disparity in age, the two guitarists had developed a 
strong musical bond in the mid-’60s. Whenever they were 
working in the same town they would get together at one 
or the other’s hotel and play. Work. Jam, learn, teach, 
experiment, dig each other. Some of the things they used 
to play are on this record. The only one that Montgomery 
ever recorded is Road Song, which he wrote, but then this 
is not a "greatest hits’ collection. It’s a personal tribute. 

Influence is a problem all artists have to contend with 
in various degrees. In trying to create your own art, you 
become self-conscious about what you've picked up from 
your predecessors. Sometimes you become enveloped in 
goggle-eyed paranoia fencing off what you think is influ- 
ence or, worse, imitation, in order to create something that 
is new, original, yours. I know a writer whose admiration 
for Faulkner is matched only by his fear of reading him 
because every time he does he finds the Faulkner influence 
creeping into his own work. For Pat, learning is a continu- 
ous part of the process of music but so is remaining true 
to oneself. When he was younger, he became enamoured 
of the music of guitarists like Christian and Johnny Smith 
to such an extent that he wanted to emulate them. But he 
wasn't getting into his OWN music and that is what it is 
all about; that is the ultimate difference between impor 
tant musicians and liner-note writers— the ability to cross 
the border from idolizing daddy to becoming a daddy your- 
self. While it was obvious from his first real album as a 
leader, Strings!, recorded when he was only 23. that Pat 
had an original and personal approach to jazz guitar, sup- 
pressing influences has often been a conscious factor in 
the evolution of -his music. One of the things different 
about, and working for, the sublime music on this date is 
that that suppression was not in play. There was no at- 
tempt here to sound like Wes: on the contrary, Pat is no 
less his own man here than on any of his other records. 
In fact, I think this LP is a perfect evocation of his music, 
and an unmatched example of the affinity of Bobby Rose 
for it, and of the empathy of Richard Davis and Billy Hig- 
gins. It’s just that here the influences were allowed to be 
brought out rather than guarded against. And while no one 
is going to confuse the two guitarists in a blindfold test, 
if a carefully built riff or a particularly mellow sounding 
octave puts you in mind of Wes. it isn’t necessarily your 
imagination. When you can regard the influence of some- 
one else in your own art with equanimity, you have evolved 
a profound step in your own self-regard. 

The steps by which Pat Martino has evolved as a musi 
cian of uncommon perspicuity and dexterity have been 
documented before. Briefly then, he was born 28 years 
ago in Philadelphia, the city of brotherly love and a few 
dozen major jazz men including the first major guitarist, 
Eddie Lang. Among the local guitarists he listened to, 
Dennis Sandole had the strongest influence. Sandole, who 
played with many of the best big bands in the ’40s and 
who, as a composer, is best known for Modern Music from 
Philadelphia, gave Pat a direction to follow composition 
ally as well as instrumentally. Having played only four 
years, he went on the road at age 15 with R&B bands like 
Red Holloway’s, Willis Jackson’s and later Brother Jack 
McDuff’s. During a stint with Lloyd Price, he was encour- 
aged by Jimmy Heath and soon began to take stock of his 
real abilities. After a while, you get tired of reshuffling 
yourself through the ineluctible changes of organ bands. 
He had pretty much exhausted the rock and the R&B 


PAT MARTINO, guitar 
BOBBY ROSE, second guitar 
RICHARD DAVIS, bass 
BILLY HIGGINS, drums 


Side A 

1. THE VISIT 4:33 

2. WHAT ARE YOU DOING THE REST OF 

YOUR LIFE? 7:18 

3. ROAD SONG 5:42 

Side B 

1. FOOTPRINTS 8:24 

2. HOW INSENSITIVE 6:14 

3. ALONE TOGETHER 5:52 


(Recorded March 24, 1972) 


thing and other notions were beckoning, blandished some- 
what by his considerable store of technical virtuosity. So 
it was back to Philly for some more study, studio work, 
composing. A brief gig with John Handy provided a 
change of pace and then there were several recordings as 
a side man; Red Holloway even recorded some of his 
originals. In late 1967, Don Schlitten, who has produced 
an unnerving amount of the best records of the past 
decade, set the wheels in motion for the Strings! record. 
Within a year, a downbeat review placed him in the rarified 
atmosphere of Kenny Burrell and Jim Hall. 

A new and important talent had announced himself, and 
he clearly wasn’t about to make the same record over and 
over again. An interest in the Koran and the tone colors 
of Eastern music led to experiments in marrying jazz to the 
modalities of Indian instruments and the incorporation of 
poly-rhythms. He continues to grow. He describes the 
apex to which his art is striving as Globalism; a unity of 
all music, a bridge between the various possibilities of 
music that disregards and defies labels but retains a sin- 
gular individuality nonetheless. 

•Rotational division principles' is another phrase Pat uses 
to describe where he is going. Music, he believes, should 
be able to go into any and all directions with the only 
major control being the taste and sensibility of the musi- 
cian. Globalistic art would, like a prism, be open to all the 
mutifarious possibilities and, God knows, the possibilities 
of music, even at this late date, haven't begun to be ex- 
hausted. It should be a music able to go in any direction, 
both divisional in aspect and rotational in aspect, allowing 
the various members of a band maximum individual free- 
/jom while still disregarding chaos and non-music. Com- 
munication is everything. 

Pat still lives in Philly with his stunning wife, Jeri, and 
continues to study although, naturally, he is now a teacher 
too. He is concentrating on furthering the possibilities of 
the guitar, purifying his music so that it becomes only a 
nerve ending away from himself, and composing. As even a 
peripheral listen to his work quickly reveals, he is very 
interested in the sound of the guitar and, extending that 
aspect, he is experimenting with the idea of writing for 
several guitars, an intriguing prospect that one hopes will 
bear recorded fruit in the near future. If it hasn’t already 
been sufficiently implied, please note that one of the most 
attractive aspects of Pat's relationship to the music busi- 
ness is his unmitigated refusal to compromise what he 
believes in. 

Obviously, in a music that is so clearly contingent on 
group interaction, it is essential to work with empathetic 
and able artists. Richard Davis and Billy Higgins need no 
introduction to the jazz audience. They are incomparable 
masters of their instruments and versatile beyond category. 
Richard is certainly the most highly regarded bassist in 
jazz since Ray Brown opted for the studios. His burnished, 
stentorian tone and rhythmic suppleness is in ample 
evidence here. With all his renowned virtuosity, he under- 
stands the power of simplicity. Listen, for example, to the 
way he accompanies the third and fourth choruses of Pat's 
improvisation on The Visit. For the first 8 bars of each, he 


plays only one note creating a modal drone effect that 
because of the rhythmic placements, heightens the excite- 
ment of the group effort. 

Billy Higgins used to be associated with the avant garde 
because of his brilliant and revolutionary work with Ornette 
Coleman. It is quite clear, however, that he is at home in 
any kind of thoughtful music. He has developed a distinct 
and beautiful sound on the cymbal as well as a highly 
effective spare style: witness his snare work on How Insen- 
sat ive. 

Bobby Rose, in Pat’s words, IS the music. He has worked 
closely with Pat for several years and his deft exquisite 
accompaniments show it. His contribution to this date 
cannot be overstated: he sets much of the rhythmic and 
harmonic feeling on each number as well as providing a 
buoyant current that enriches the lead guitar's lines. Guitar 
duets are not new in jazz. Almost half a century ago. Eddie 
Lang recorded a series of duos with Lonnie Johnson. 
Django frequently improvised over the thumping of other 
guitars and one of my favorite moments in jazz is on the 
recordings from the 1938 "Spirituals to Swing" concert, 
when Charlie Christian stretched out over the vibrant 
chords of Freddie Greene. The empathy between Martino 
and Rose is of that caliber. 

The Visit, the one Martino original on the date, is a kind 
of bebop barcarolle. Written in 1965, it has an irresistably 
infectious melody that reminds one of simpler, swinging 
times. Played in 6/8 time, it is essentially a 16 bar blues 
form with an unusually lovely release at the 8th bar. Bobby 
Rose provides the benign, but crisp, waves on which Pat 
coasts for six marvelously supple improvised choruses. 

Michel Legrand’s What Are You Doing The Rest Of Your 
Life? is the text for a balladic masterpiece. Higgins' cym- 
bals whisper like autumn leaves and Davis provides dis- 
creet strength, but the conversation is really between the 
two guitarists. The tempo is slow, almost suspended, but 
the feeling is whistful rather than somber. It is an extraor- 
dinary lesson in ballad playing and one of Pat’s finest 
achievements on record. 

The best known aspect of Wes Montgomery’s playing 
was his octave style. Pat uses octaves liberally throughout 
the date, beginning with the title tune. On Road Song, he 
pulls out all the steps and creates a memorable musical 
portrait of Wes with uncanny accuracy. His solo begins 
with incredibly fleet lines and closes with an octave chorus 
that is characterized by the same kind of excitement with 
which Montgomery first turned everybody’s heads over 
a decade ago. 

Footprints is a superb blues by Wayne Shorter, com- 
posed when he was with Miles. The blues form has proven 
to be as pliable in content as it is classic in form, and 
every decade refreshens it with new attitudes and ap- 
proaches. Written with a vamp that is laid down by the 
bass, it provides the perfect opportunity for an exciting 
Martino solo wherein splintered lines whirl in here and 
out-there like dervishes. There is a striking bass solo and 
a splendid example of the Davis bow at the end. 

Antonio Carlos Jobim’s How Insensitive is given an ap- 
propriately scintillating treatment spiced by Pat's subtle 
ability with the tremolo. Dig the extremely lyrical opening 
of his first chorus and the way it carefully builds in inten- 
sity and speed. The quartet is a model of crystal unity and 
mellow meditation. 

Finally, the Dietz-Schwartz standard. Alone Together, 
is taken at a brisk medium-up tempo. Pat takes a tremen- 
dously moving solo with a climax of 32nd notes that recalls 
Coltrane's ‘sheets of sounds.' He follows it with an im- 
peccable chorus of octaves that is a sagacious and sub- 
lime nod to Wes. 

Pat Martino is a consummate master of jazz guitar as 
this LP— his most consistently rewarding one in my opinion 
—proves unrefutably. He is, unfortunately, one of the few 
young artists around whose every record reveals new as- 
pects, new growth. One hopes that his audience will grow 
proportionately. 

(Pat's guitar was custom-made by Sam Koontz and a complete 
line of such instruments is now available upon special request.) 


Notes: Gary Giddins 
Recording: Paul Goodman (RCA) 
A & R Coordinator: Joe Fields 
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Fier, suis-je, d’avoir insiste assez lourdement 
afin d'ecrire ce texte (....ouais d'abord, y sait 
pas ecrire... et meme, en admettant ... ga va 
encore faire tres « petits copains etc. ... 
bref. apres avoir casse quelques rotules qui 
trainaient betement et bu deraisonnablement. 
Merci monsieur Tahmazian... ga c’est du 
marc <■ on >* m’a donne le feu vert....), ce texte, 
dis-je, helas par trois fois, n'est certes pas 
digne de la musique contenue dans (ou sur) 
ce disque, ni de la personnalite des deux 
geantsqui I’interpretent maisfait preuved’une 
urbanite extremement rare, surtout chez les 
marsupiaux. 

Nonobstant, sans vouloir me vanter, j'affirme 
que cet album constitue LA rentree phonogra- 
phique, avec un « F » majuscule, tantattendue 
de mon cher Michel de Villers absent des stu- 
dios pendant un bon millenaire, absence due 
a la coupable negligence de ces nullites 
notoires nommees producteurs, lesquels, nul 
ne I'ignore, sont congenitalement sourds, sur- 
tout lorsqu’il s’agit de musiciens frangais, ces 
damnes de la Terre, cependantconsideres par 
leurs collegues americains, Noirs ou Blancs, 
comme « nos freres » (une exception a signa- 
ler toutefois : Jean-Pierre Tahmazian.... ce 
numero de leleche vous est offert par un Per- 
siany vert de trouillea I'idee dese faire virerde 
chez « Black & Blue >■....). 

Je continue... et aime mieux vous dire sans 
delai qu'il est absolument hors de question de 
vous bonnir que Michel est ne a Villeneuve- 
sur-Lot, que depuis son entree en fonction (s), 
il a participe a d'innombrables concerts et 
seances d'enregistrement avec le gratin du 
Jazz international. .. Buck Clayton, Lucky 
Thompson, Guy Lafitte, Don Byas, Bill Cole- 
man, Bernard Peiffer, Django Reinhardt, 
Jonah Jones. .. et j'en oublie, vu que ma 
memoire se promene sur la lacune.... (eh, 
beh !....), qu’il a, lors d'un sejour a New York, 
contribue a surchauffer une memorable nuit 
du jazz, entoure par Jimmy Rushing et I’or- 
chestre de Count Basie visiblement emous- 
tille par ce phenomene swinguant 
fraichement debarque de la vieille Europe..., 
qu’il a toujours ete le premier desa categories 
tous les referenda. .. qu’il est un -< gendelet- 
tres •**.... que Dieu le Pere I'a dote d’un sensde 
I'humour extraordinaire... que son 6pouse 
Francine est, entre autres talents, imbattable 

dans le domaine du « petit sale-lentilles >• 

qu'il a, en collaboration avec Roger Gu6rin, 
Pierre Michelot et Christian Garros. cre6 « Le 
Quartet •>, lequel quartet fut I’un des 
• moments - de la Grande Parade du Jazz de 
1980..., qu’il fumetropmaisquejel'aimen6an- 
moins. .. vu que les biographies n'interessent 
plus personne de nos jours.,., c'est bien 
triste... 

Note de I’Auteur : toute ressemblance entre 
les saxophones de Michel de Villers et les 
autres ne peut etre que fortuite car, mis & part 
Harry Carney. Serge Chaloff, Pepper Adams, 



Gerry Mulligan. Johnny Hodges, Charlie Par- 
ker, Sonny Stitt, Phil Woods. Benny Carter et 
Derek Humble, les autres saxophonistes, alto 
ou baryton, ne sont que des personnages 
purement imaginaires... a preuve ?.,.. ecoutez 
"All the things you are’’ ou “Things ain't what 
they used to be” entre autres. .. hein ?... vous 
entendez qu'il n'existe aucune exageration 
dans mon propos.... et vous etes assez grands 
pour avoir remarque cette merveilleuse mai- 
trise de I'instrument.... ce feeling.... ces 
phrases qui s'enchainent logiquement, cette 
belle sonorite introuvable meme chez les plus 
grands du moment.... des noms ?.... NON ! 
Tant pis pour ton extreme modestie Michel, 
mais il fallait absolument que ces choses fus- 
sent dites.... 

Quant a toi, Marc Fosset, I'un des quatre ou 
cinq grands guitaristes de notre temps, je t’ai 
volontairement neglige sur ce texte car ta 
reputation a largement depasse les limites de 
I’Hexagone, grace aux petits chefs-d’oeuvre 
graves avec ton compere LE bassiste Patrice 
Caratini. 

Que puis-je ajouter ?.... sinon que je ne t’aime 
plus.... maisalors plusdutoutcar, j’ai I’impres- 
sion que le but final de ton existence est de me 
coller au chomage pianistes, bassistes et 
autres batteurs, lesquels, j'en suis persuade, 
seront fous de rage a I'audition de tes perfor- 
mances dans (ou sur) ce disque ; Tu joues 
absolument TOUT derriere et devant Michel 
(.... mais non, mais non !.... vipere lubri- 
que !....) et a vous deux formez I'ENTITE. 

Ne crois surtout pas que je manie la dithy- 
rambe pour vous etre agreable, sous pretexte 
que Michel et moi avons traine nos guetres 
ensemble pendant un certain nombre d’an- 
nees et que je t'admire... absolument pas. Ce 
disque me rend heureux et j'ose esperer que 
cette nuit au « Caveau de la Montagne » 
contribuera au bonheur de tous les amateurs 
de la Beaute a I’etat pur. 

Andre Persiany 


Aside from their individual virtues, the two fea- 
tured artists on this album, Michel de Villers 
and Marc Fosset, are more widely known for 
their association with other musiciens than 
with one another: for instance, the former has 
been (and still is) associated with internatio- 
nal greatest talents as Buck Clayton, Bill Cole- 
man, Lucky Thompson, Guy Lafitte, Don 
Byas, Bernard Peiffer, Django Reinhardt, 
Jonah Jones, Andre Persiany and. during a 
stay in New York City, with Jimmy Rushing, 
Count Basie and others.... and more recently 
has created a "Quartet", including Roger Gue- 
rin, Pierre Michelot and Christian Garros, that 
has been one of the moments at Nice’s 
Grande Parade du Jazz of 1980. 

This present album constitues for Michel de 
Villers, who has been absent from the recor- 
ding studios for many years, because of the 
stupidity of a lot of producers, THE come back 
to the phonographic world and one can say 
that his name can be added to those, like 
Harry Carney, Serge Chaloff, Gerry Mulligan, 
Pepper Adams, Johnny Hodges, Charlie Par- 
ker, Benny Carter, Sonny Stitt, Phil Woods or 
Derek Humble, who gave nobility to alto and 
baritone saxophone. The beautiful renditions 
of "All the things you are" and "Things ain't 
like they used to be" among others, will 
convince the listener more than any kind of 
words.... 

Everyone knows that Marc Fosset is one of the 
five or six greatest guitarists of our time. His 
reputation is already made thanks to the won- 
derful music he has recorded with his usual 
partner, THE bassist Patrice Caratini. There- 
fore, its useless to add any kind of 
commentary.... 

Well... this breath taking duet, recorded live 
for "Black & Blue" label, in the Paris famous 
"Caveau de la Montagne", is one of the musi- 
cal events of the year and the lovers of beauty 
will not contradict me.... I hope.... 

Thomas Dekkerofthepoor 


Personnel 

Michel de Villers. alto & barytone saxes 
Marc Fosset, guitar 

Recorded on May 24, 25 & 26th 1981 in Paris 
at "Caveau de la Montagne" 

Photo by Jean-Pierre Tahmazian 

Produced by Disques Black and Blue SARL 


FACE A 

Hershey bar 5.35 

(E. Bond) 

Cool blues 5.21 

(Charlie Parker) 

All the things you are 7.40 


(J. Kern-O. Hammerstein II) 


FACE B 

Things ain't what they used to be ... 7.50 
(M. Ellington-T. Persons) 

Pennies from heaven 6.50 

(A. Johnston-J. Burke) 

Bernie’s tune 6.49 

(B. Miller-M. Stoller) 
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* Lire ■< La Tbl6vision et Nous •> par Michel de 
Villers public dans la Collection •< Donnbes 
actuelles •* - L’6cole des loisirs, 6d. -ainsi que 
sa rubrique hebdomadaire •< Le Jazz, ga 
d6teint ** dans « Charlie Hebdo ». 


DlSTRlBU'lQN 

wea 








MASTERS -VOLUME I 


CHARLIE 

PARKER 


AULD 


. G6@B@IE 


a® 

4 ^ 

flLjj jiff — ' 



♦♦♦♦♦♦♦♦♦♦♦♦♦♦' 







UNEARTHED MASTERS-VOLUME 


CHARLIE PARKER COLEMAN HAWKINS GEORGIE AULD 


Side A: 


1. KOKO 6:08 

(Charlie Parker) 

2. YOU’VE GOT ME CRYIN’ AGAIN . . 2:50 
(Coleman Hawkins) 

3. CAN ANYONE EXPLAIN? 2:50 


(Coleman Hawkins) 


4. AIR MAIL SPECIAL (Take One) . . . 3:00 
(George Auld Sextet) 

5. AIR MAIL SPECIAL (Take Two) . . . 2:50 
(George Auld Sextet) 

6. BE MY LOVE 2:32 

(George Auld Sextet) 


Side B: 

1. TAPS MILLER 2:50 

(George Auld Sextet) 

2. WHAT’S NEW? 2:28 

(George Auld Sextet) 

3. YOU MADE ME LOVE YOU 2:10 

(George Auld Sextet) 


4. OUT OF NOWHERE 3:05 

(George Auld Sextet) 

5. SEH1SEH! (Take One) 2:34 

(George Auld Sextet) 

6. SEH1SEH! (Take Two) 2:34 

(George Auld Sextet) 


Without doubt, one of the great boons to 
jazz lovers is the reissue. Jazz, like other great 
music or art. is a timeless thing. No matter if 
the notes were played a decade (or two or 
three or more) ago. They have their own rele- 
vance of times even greater than before 
because of the fresh perspective. 

If you've never heard the material being re- 
issued then you are hearing something for the 
first time and there is nothing to equal the 
discovery of a long lost performance by a top 
artist or group. The satisfaction in the listening 
is enhanced by a serendipitous feeling that sur- 
rounds the entire experience. I feel that way 
on hearing Charlie Parker playing Ko Ko from 
Carnegie Hall, September 29, 1947. 

First of all, 1 missed the concert which fea- 
tured Dizzy Gillespie’s big band, Ella Fitzgerald, 
and Charlie Parker with Diz and the Gillespie 
rhythm section. I was at college in the mid- 
west and only read about it in a letter from 
my friend, Stanley Sands. Later, the Parker- 
Gillespie collaboration was issued in 78 rpm 
form, but Ko Ko never appeared. Now I've 
heard many versions of Cherokee by Bird 
from the classic Ko Ko on Savoy; Warmin ' Up 
A Riff on the same label; and the paper disc of 
Jerry Newman's from Monroe’s Uptown House 
that is on Parker's First Recordings on Onyx. 
This one is incredible if compared to those or 
listened to all by its lonesome. 

Speaking of unearthing, the tempo of this Ko 
Ko is unearthly, almost other-worldly. It's all 
Bird except for the short muted interludes by 
Diz at the beginning and end; and a vital Joe 
Harris drum solo. Joe is no less effectively 
energetic in his accompaniment throughout. In 
fact, since John Lewis is laying out and A1 
McKibbon's bass is only felt, there are times 
when it sounds like an alto-drums duet. Many 
of Bird's favorite Cherokee licks are present: 
Woody Woodpecker's laugh in chorus one; 
Alphonse Picou's High Society variation to 
open chorus two; but it is the totality of the 
improvisation at a super-human tempo that 
marks this Ko Ko. Listen to the way Bird flies 
through the bridge of the fourth chorus and 
into the homestretch. Breathtaking! 

In doing some research for these notes I 
came across Barry Ulanov's column in the 
November 1947 Metronome. In commenting 
on the Carnegie Hall concert he reported: 
"Charlie Parker joined Diz for a pleasant run- 
through of the small band bebop music.” A 
masterpiece of understatement if ever I heard 
one. 

The Coleman Hawkins sides were originally 
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on the Roost label from a date rut on August 
25, 1950 with Billy Taylor, piano; John Collins, 
guitar; Percy Heath, bass; and Art Blakey, 
drums. Producer Teddy Reig had taken note of 
the romantic renditions of pop ballads by jazz 
saxophonists that had become a trend in the 
early '50s. Prestige, with a tenor sax featured 
on its label logo, had helped to set that direc- 
tion with players such as Gene Ammons and 
Stan Getz. Of course, it was Hawkins, in the 
’30s, who had established the whole ball- 
game— fast or slow— for the tenor saxophone. 
His version of Body and Soul, recorded in 
1939, became a benchmark in the annals of 
tenordom and he was called by someone, "the 
man who turned the saxophone into the 
sexaphone." 

The tenor ballads of the early '50s received a 
lot of play on juke boxes in the black com- 
munities. In those days jazz, along with r&b, 
was the popular music of black people. Here 
Hawkins hews closer to the melody line than 
in his more adventurous ballad excursions of 
the '30s and '40s but with his gorgeous, full- 
bodied sound and distinctive vibrato he could 
have played Row, Row, Row Your Boat and 
elevated it to new dimensions. Collins chords 
him into You've Got Me Cryin’ Again and has a 
solo on the last bridge of Can Anyone Explain?, 
a tune that Gene Ammons had done previously 
for the Chess label. 

In 1935 Georgie Auld, who had been an alto 
saxophonist, took up the tenor after hearing a 
Hawkins recording. He first attracted attention 
in Bunny Berigan's band, then with Artie 
Shaw, and, finally, with Benny Goodman, tak- 
ing part in the famous sextet recordings of the 
early '40s with BG, Charlie Christian and 
Cootie Williams. 

After Army service he formed his own big 
band in 1944 and kept it together into 1946. It 
was a Basie-oriented outfit whose young solo- 
ists echoed the modernism of Parker and 
Gillespie. When Auld broke up the band he 
went on a sabbatical. In the May 1947 issue of 
Metronome he told Leonard Feather at the 
conclusion of " The Blindfold Test": "You 
know, for eleven months in the past year I 
didn't work— had plenty of time to listen. I’ve 
been in small towns, and way out in the 
desert, too, and everywhere I went, the musi- 
cians would be on a big kick. Trumpet players 
studying Dizzy, and drummers talking about 
Shadow or Max. It's definitely the thing . . . 

"I’m all for it— I've got new eyes, new ears, 
ready to learn. When I started rehearsing with 
Red Rodney and Serge Chaloff, after a few 
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days, I’d changed my whole outlook. I got so 1 
enjoyed it more every night.” 

That short-lived sextet, with George Walling- 
ton on piano and Curly Russell on bass, played 
at the Three Deuces on 52nd Street. The third 
member of the rhythm section, Tiny Kahn, 
was also the drummer in the quintet that Auld 
headed up in 1950-51. With Frank Rosolino, 
trombone, Lou Levy, piano, and Max Bennett, 
bass, the group recorded for Roost on January 
24, 1951. 

Airmail Special was a number Auld had 
done with Goodman (it was also known as 
Good Enough to Keep) and with his own big 
band in 1945. Included here is a second, 
unreleased take. Both are tempo di jump with 
Levy in a Bud Powell groove; ebullient 
Rosolino; and Auld swinging raucously and 
raspingly into a riffing session at the end. 

Kahn has a popping bridge in the windup. 

Take two is basically more of the same with 
Rosolino getting into some different ideas than 
he blew in take one. 

Be My Love is a tenor solo dripping with 
more romance than Mario Lanza could fore- 
see. They used to refer to this genre as 
"boudoir tenor” when Ben Webster did it. 

Taps Miller, a swinger from the Count Basie 
songbook, was also recorded by Auld's big 
band in the mid-’40s. Georgie gets into some 
Lester Young feelings with a Webster sound. 

What's New and the rare You Made Me Love 
You are in the same languoros, amorous mood 
as Be My Love. Then a neat Levy introduction 
ushers in Out of Nowhere and Lou plays some 
bop fills, accented by Kahn's brushes as the 
melody is revealed. ’There are some rhumba 
touches in a segment reminiscent of Tadd 
Dameron’s treatment of the song, Casbah. 

Auld is at his most boppish; Rosolino is expres- 
sively mellow; and Levy- comes on thoughtful 
and pretty. 

The closer is SehfSeh!, a riff blues with vocal 
punctuations. "That was just Georgie and Tiny 
goofing around with their Jewish humor," says 
Reig. Auld begins his solo kind of laid back but 
becomes more aggressive as he goes. After 
Rosolino’s singing, upper register tones, 
Georgie returns for some more rhythmic 
punching. 

Master, in the record industry, is a term that 
refers to the disc from which duplicates are 
made. Given the stature of the musicians 
involved here, the word has two valid applica- 
tions. Unearthed Masters -Volume 1 is some 
rare earth indeed. 
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sheilo jordan/harvie swcirtz duo 



Horvie Suuartz - boss 


Sheilo Jordon - vocals 


I 'm not one to quibble. €very other day somebody is 
teDing me about this or that "jazz singer," ond I 
never— never— tell them houj rare o thing is o real "jazz 
singer." Labels ore, to me. unimportant. UUas fll Jolson 
o "jazz singer"? (Or. gosp. Danny Thomos or Neil 
Diamond?) Is Sinotra o "jozz singer"? Or Rosemary 
Clooney? He!. I don't know ond I don't core. Soroh 
Voughon ikes to soy that she’s not o "jozz singer." It's 
okoy by me. Joon Sutherland con coll herself o “jozz 
singer" for oil I really core— it doesn't odd up to o hill 
of beans. 

Sheilo Jordon is. by ony definition, o "jozz singer." 

She interprets her moteriol, she improvises with her 
moteriol, ond she swings like mod. She is also, much 
more importantly, o bona fide, 100% original — she 
created o style of singing uniquely her own ond she has 
stuck with it; honing it. broadening it, living with it. She 
has never sounded like anybody else; in fact she 
doesn't even sound simitar to anybody else. She is 
Sheilo Jordon, ond to these ears, she is magnificent. 

Now, you're not going to believe this, but the lost 
time Sheilo Jordon hod her own album on on American 
record label John Kennedy wos president, the Beatles 
hod never been farther west thon Liverpool, ond Pete 
Rose wos named Rookie Of The Veor. Don't get me 
wrong, there has been on album each for o Danish ond 
Japanese label, ond two albums with o bond that wos 
colled The Steve Kuhn/Sheita Jordon Bond on its first 
record ond The Steve Kuhn Quartet on its second, but 
this is only the second time that on Rmericon record 
label has given Sheilo Jordon free rein. 

The Sheilo Jordon story is o fascinating one ond one 
that deserves recopping here. She wos born, several 
weeks after the stock market crashed, In Detroit, wos 
raised in SummerhiD. Pennsylvonio, o cool town, by her 
grondmother, ond moved bock to Detroit while she wos 
in high school. Detroit wos one of the cities for jozz In the 
kite 40s ond Sheilo (whose name then wos Sheilo Jeon 
Dowson) fel in with the bebop crowd ond become one- 
third of Skeeter, Mitch ond Jeon (along with Skeeter 
Splght ond LeRoy Mitchell), o vocol trio. She also hung 
out, with contemporaries like Borry Harris ond Tommy 
Flonogan, wherever Charlie Porker could be found. 

LUhen Bird wos In Detroit, there wos always o goggle 
of teenagers in the alley ways— Sheilo among them. She 
"worshipped" Bird, os she puts It, ond one of the thrills 
of her young life wos being told, "Vou really heor those 
changes for o kid,” by the mon himself, after the vocol 
trio performed for their idol. Port of Shelta's everlasting 
love for Charlie Porker Is expressed here In her lyrics to 
Bird's Quoslrrodo; incidentally, the lyrics to Bird's Barba- 
dos. the first chorus, onywoy, dote bock to Skeeter ond 
Mitch ond those Detroit years. Today, Sheilo stlM colls 
herself o "bebopper." 


In 1952. Sheilo married pianist Duke Jordon, a 
marriage that could be colled ill-fated, ot best. The 
marriage tasted o rocky seven years— Sheilo wos able 
to work on her singing during this period, ond she hod 
o number of opportunities to sing with Charlie Porker in 
her own toft; by this time the Jordons were in New Vork. 
The marriage also resulted in a daughter, Troci, ond the 
most remarkable aspect of this tale: Sheilo Jordon has, 
since that time, kept up on office job. She hos never 
depended on singing for her living, ond that is why she 
is able to be so fussy about her recording projects. But 
there is much, much more to it thon that. In Sheilo's own 
words; 

"I always said, when I left Pennsylvonio ond wos out 
on my own, that there wos never going to be o time, if I 
could possibly help it, where I wos going to go without 
anything. Things like heot or food or water or anything, 
'couse I knew that since I scuffled so much os o young- 
ster, I Just wasn't going to do it when I got older." 

Sheilo's singing wos unique ond she wos frequently 
booted from the bondstond. Her singing did not hove 
the legato, soxophone-like quality of most singers, but 
it wos steely ond stoccoto, much more of o trumpet 
sound, find that wore down her confidence. 

Sheilo's first break come in 1962 while she wos work- 
ing o few nights o week In o Greenwich Village club, the 
Page Three. Steve SwoHow wos usually the bassist, 

Jock Reilly wos sometimes the pianist ond both of them 
were working with George Russell's bond. George 
come down to heor Sheilo ond wos knocked out. He 
used her vocals on his recording of Vou fire My Sunshine 
(something she alludes to here on Lozy Afternoon) ond 
convinced Blue Note Records to record Portrait Of 
Sheilo. That album, when It wos released in 1963, got 
fine reviews, even though Sheilo, typically, wos unsatis- 
fied with it. To me, It Is something of o classic— Shelta's 
style wos fully formed, ond the pionoless accompani- 
ment wos o perfect complement to her singing. There 
wos o new jozz singing star out there, but, It seems, 
the public ot targe scarcely took notice. 

"After the album come out," soys Sheilo, "I worked 
ot the Vonguord twice ond o year or so later I worked 
ot the Five Spot ond then I got Invited to Curope. But I 
didn't hove on ogent ot that time, ond nobody seemed 
quite Interested In whot I wos doing, or ot least I didn't 
feel they were— they weren't breaking down ony doors 
to book me or soy, 'Con we handle you or manage 
you?' And I hod my daughter too. She wos o boby, ond 
it's hard to do so many things. I didn't hove o manager 
ond It wos kind of difficult to get somebody who I felt 
wos going to put me In places, and o tot of club owners 
always wonted to know, well, whot did I took like. They 
didn't ready know or understand whot my singing wos 
dke. I got very turned off by that. I really refuse to work 


"old time feeling" PR 8038-N 


Side One: (Total side one: 22:17) 

I Miss That Old Time Feeling (4:04) 
Sleeping Bee (4:24) 

Houj Deep Is The Ocean (4:00) 

The Thrill Is Gone (4:02) 

Tribute (Quasimodo) (5:27) 


side two: (Totol side two: 22:02) 

It Don’t Mean A Thing (3:21) 

Lazy Afternoon ( 8 : 06 ) 

UUhose Little Angry Man Are Vou (2 37) 
Let’s Face The Music And Dance (4:50) 
Some Other Time (2.48) 


in o place where they do not hove o feeling that I'm 
going to be honest ond true ond do good in their club. 

If they hove ony doubts about whot I'm singing, or 
they can’t understand it, I prefer not to work for them." 

Although Sheilo worked sparingly in the 60s, her luck 
turned around in the mid 70s. Members of the so-coded 
ovont-gorde — Roswell Rudd ond Carlo Bley, for 
example— were utilizing Sheilo Jordon's vocals, ond her 
singing begon to expond. She did o number of tours 
overseas ond begon teaching o singing course ot New 
Vork's City College. She recorded on album for the Japa- 
nese Cost LUind label, ond one for the Danish Steeple- 
chase label, featuring her In her favorite context— with 
nothing but o strong bassist. A few years ago, she 
become port of Steve Kuhn's Quartet— along with Bob 
Moses ond Horvie Swortz— ond thot group recorded 
two albums for CCM, mostly of Kuhn's compositions. 

All this, of course, leads to this album. Sheilo Jordon 
hos always hod her heart in standard tunes, ond she 
loves nothing more thon to be able to work with just o 
boss. Horvie Swortz ond she developed o musical bond 
in the Kuhn group, ond it's oil on glorious display here. 
Horvie hos worked with Ston Getz. Gil Cvons, Pot 
Metheny ond others ond is o strong, swinging bassist. 
Sheilo is confident in his presence ond she is os loose 
here os she's ever been on record. UJhether it's 
uptempo scot-ers (ond you won't heor o single doo-be- 
doo, either) or sloooouj ballads, Sheilo Jordon is in full 
command. This is on intense, riveting album, ond I odore 
the selection of tunes os well (I hove always considered 
Let's Face The Music find Donee to be one of the finest 
of oil pop songs— I especially like the rhyming of "bill" 
ond "still" in Irving Berlin's lyric; Fred Astoire ond Ginger 
Rogers did this one in "Follow The Fleet" ond I'H risk 
sounding corny by soying thot Sheilo ond Horvie capture 
some of thot earlier duo's grace ond deftness). 

LUhen Sheilo Jordon sings about missing thot Old 
Time Feeling, she's not talking about rinky-dink nostal- 
gia— she's talking about thot worm, bluesy, down-home 
feeling thot she used to get from Bird and thot she hos 
been passing along for the post 20 years or so. She 
soys. "If nothing else, I feel whot I'm singing. Otherwise 
I wouldn't sing." 

Listen to this album, ond you'll see whot she means. 
Thot feeling drips from every note. And the next time 
somebody pops on album in your face ond tells you to 
listen to this or thot "Jozz singer." don't orgue with 
them. Be polite, smile, ond show them thot you under- 
stand thot anybody who knows Summertime is o "jozz 
singer." 

Then go home ond put on this Sheilo Jordon record. 

— L€€ J€SK€ 

(Lee Jeske Is Cost Coast editor of Downbeat magazine.) 


O ver 20 years ago, In 1962, when her first album 
wos released, Sheilo Jordon gained meritorious 
applause from the jozz press for her exceptional ond 
distinctive sphere of vocol Jozz Improvisations. Looking 
bock through the years, she hos consistently drown 
enthusiastic critical endorsement. In the lost five years 
or so she hos become Increasingly active, ond her 
presence on the scene hos Illuminated her remarkable 
attributes os on undeniably genuine Jozz singer. High 
placements In International Jozz polls hove become 
perennial. 

"I wos born singing," Jordon soys. "I've been singing 
ever since I could talk. During my childhood. I used to 
sing along against the mountains ond hove the sound 
come bock. Cool mines ore depressive ond music 
releases pain. 


"Most of my learning is from the mountains, the cool 
mines, ond the city streets. I sing out of the need to 
express ond shore my Ife experiences." 

There is o dear correlation of Jordon's statement ond 
her unquolfied emotional drama ond musical success. 

The dialogue she hos with the equally pSoble Horvie 
Swortz on boss is the ideal setting to shore her deep 
personal feelngs in o jozz outobiographicol spirit. The 
duo format leaves them completely uncovered os they 
swing ond improvise without caution ond restrictions, 
accounting for on unfoiling procession of surprises ond 
satisfactions. Swortz ond Jordon ore both considerable 
musidans ond form o balance os perfect as o quartz 
timepiece— two musical voices sounding ike one ond 
creating one musical sound. 

How did Jordon arrive ot choosing the boss os the 
partner for her voice? "I knew the boss wos the instru- 
ment bock in the days when I worked with Steve 
Swallow. I ike the spoce to get the fuiest emotional 
freedom. I con create more ond different chopters in the 
script. The direction of the boss enhances my voice, 
giving it different texture ond o groove. I heor boss more 
thon other instruments, ond this storted in the earty 50s; 
it enables me to reach certoin areas to expand my voice 
ond my feelngs." 

Ves, the rapport ond rich okhemy is evident on this 
album. One seldom hears standard tune after standard 
tune wrapped with such adventuresome melodic ond 
harmonic cloths. It is often said thot no one since Bt#e 
HoSdoy hos personalized songs the way Jordon does. 
Indeed. HoSdoy wos o formative influence. "I loved the 
sadness ond the depth she song. I wos experiencing 
pain ot the time ond she brought it out even more," 
recalls Jordon, "ond her emotional sensitivity mode me 
feel sod. though I wos used to it. I guess I wos born ot 
the right time ond the right place because besides 
Billie's virtues. I got o lot of joy from Bird." 

The intensity of the pithy real ife drama of Jordon 
ond Swortz in the recording studio staggered everyone 
in attendance. Engineer David Baker ond I were 
knocked out time ond again by the unfolding of new 
worlds of sounds from familiar old songs. It was a beau- 
tiful. inspiring experience . . . thot fulfiling old time feel- 
ing! Everyone, including Sheilo ond Horvie. found it 
worthy of celebration. This album is o tong awaited 
confirmation of very early predictions ond of Sheilo 
Jordon's true renaissance. 

— H€RB UJONG 
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Wynton Kelly Jimmy Cobb Jimmy Giuffre'- Jimmy Raney 
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It must be Wright. It can't be wrong. 

Make no mistake about it, that play on words may be obvious, but so is the quality of Nat Wright’s voice. 
In fact, that is what I would have stressed in the album title, the quality, not the bigness (which is certainly 
there) nor the jazz (which is not constant and only incidental to the quality). 

I believe that nightclub critics would call Nat Wright a “class singer.” That is a vague description, but it 
generally means one who has a distinct style, a dramatic sense, and, most especially, the ability to keep the 
special saloon society quiet and happy. It’s a description usually applied to such as Herb Jeffries, Billy Daniels, 
Bobby Short, Billy Eckstine and Johnny Mathis, to all of whom he bears some resemblance. 

This is his album debut, but it is the culmination of much hard work and the widest experiences. Born in 
Greenville, South Carolina, he was brought to New York City when he was six, and raised by his southern 
grandmother, a pillar of the church choir in which he began his singing career. The world of music appealed 
but he didn’t think seriously of it as a lifetime career. Instead, he went to Brooklyn College. 

“I developed a strong distaste for accounting,” he recalls. “So my grandmother sent me arouqd to see the 
great Lorenzo Fuller. I guess you could say that I’m his protege. He’s pappy all right." Lorenzo assessed young 
Nat's talents and suggested formal musical training and varied working experience. 

That took him to Europe. There he toured with Leontyne Price and worked the exclusive club circuit in 
France, Italy and Monte Carlo (“I had one steady fan there. Ex-king Farouk bought me dinner every night 
for a month"). In France, he sang at several jazz clubs as well as in a modern opera. In Italy, he appeared 
regularly on television and at the famous Roman nightclub, Bricktop’s. 

After three years in Europe, he returned to the United States for a role in the Broadway version of 
Copper and Brass, which starred Nancy Walker. Since then, his press book has filled steadily with notices 
gained from appearances at clubs all over the country. He’s added composing and lyric writing to his list of 
accomplishments and developed a working knowledge of rock and roll. (As he points out wryly: "Knowledge 
it was not, but it was one of the few ways in which you could be sure to keep working.’’) Of one thing he’s 
sure. His working experience has been more varied than Mr. Fuller had ever expected, and it is perhaps best 
reflected in the width of his personal tastes in music. His two favorite singers are Ella Fitzgerald and the late 
Mario Lanza. 

Nat and Teddy Charles (who arranged four of these tracks and supervised the recording dates) picked 
the songs carefully. As Nat points out, "Since I’m comparatively unknown in this country, I decided to present 
a musical panorama, everything that I cap do from blues to opera and back again." 

Then Teddy made sure that the accompaniment was an impressive jazz one, played by excellent musicians. 
On My Man's Gone Mow (that's the song from Porgy and Bess, with a change in the lyric to permit a man to 
sing it), Joshua, Johnny One Note and You Let My Love Grow Cold, the accompaniment is by tenor saxophonist 
Coleman Hawkins, trombonist Benny Green, flutist Shelly Gold, pianist Wynton Kelly, bassist Paul Chambers 
and drummer Jimmy Cobb. On the rest, the personnel changes to tenor saxophonist Jimmy Giuffre, Shelly 



Nat Wr 


ght with Conductor-Arranger Mai Waldron 


Gold again, pianist Tommy Flanagan, guitarist Jimmy Raney, bassist Ron Carter and drummer Ron Bedford. 

What results is a sampler (or sampling) of Nat’s wide talents, complemented and complimented by fine 
imaginative arrangements and excellent solos. There’s something here for everyone of musical taste, and, while 
there is no guarantee that our interests will always coincide, what follows is a blowing by blowing description of 
those things that particularly interested me. 

Teddy Charles wrote the arrangements for the following: 

My Man’s Gone Now. Nat says: “It's such a beautiful song but I never heard a man do it. Then someone 
suggested the change in lyric." Teddy crept inside Gershwin for this chart and Nat sings very much in that 
idiom. The Hawkins obligato is a very special ornamentation. 

This Nearly Was Mine. Nat admits that this is one of his two favorite tracks on the album. The 
arrangement is reedy, simple and filled with punctuations. Jimmy Raney is superb. 

I Got It Bad. The singing is lush; the arrangement tense but light. 

Do Nothin' Till You Hear From Me. This is done at a very slow tempo, but Nat pleads eloquently. Jimmy 
Giuffre plays wonderfully in the coda. 

Tony Chris did the arrangement for Caravan. Both the writing and the singing are at the wild level to 
which that song seems to tempt most performers. 

Mai Waldron wrote the arrangements for the remainder: 

Joshua. Nat explains that this is one of the most successful numbers in his nightclub act. The singing artd 
swinging is hard and exciting and Hawkins plays a ram's horn of rare quality. 

Johnny One Note. This is another production number from Nat’s club act and his easy familiarity with 
it makes for u rendition quite unlike what you may have heard before. Both Wynton Kelly and Benny Green 
have fine solos within Mai’s swinging score. 

You Let My Love Grow Cold. This is an old Dinah Washington song from about ten years ago, and I think 
it is the least of the tracks in the album except for Benny Green’s wonderful solos in the introduction and later, 
both of which show his quality of stalking a melody. 

Secret Love. A lovely song, beautifully sung, with four gears written into the accompaniment, high- 
lighted by Jimmy Raney’s solo. 

Sophisticated Lady. The second of Nat's two favorites in the album, he says that he “always wanted 
to sing this, but I never have before.” His two and a half octave range makes a difficult song to sing sound 
almost easy and Mai’s arrangement fits voice, music and words so perfectly. Here, as on most of the other 
ballads, Nat is closer to the jazz to which the title refers than on the more obviously jazz-oriented tracks. 

But jnzz or not, Nat Wright’s quality is evident and outstanding. This is a rich new voice in music. Or, as 
this liner began— It must be Wright. It can’t be wrong. 

Bill Coss 
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SECRET LOVE 

Remick Music ASCAP 2:40 


DO NOTHIN’ TILL YOU HEAR FROM ME JOHNNY ONE NOTE 

Robbins Music Corp. 2:34 Chappell & Co. Inc. ASCAP 3:24 


SOPHISTICATED LADY 

Gotham Music Inc. ASCAP 2:47 


THIS NEARLY WAS MINE CARAVAN 

Williamson Music ASCAP 2:32 American Academy of Music ASCAP 2:42 


I GOT IT BAD AND THAT AIN’T GOOD JOSHUA 

Robbins Music Corp. ASCAP 2:45 Selma Music BMI 3:24 


MY MAN’S GONE NOW 

Gershwin Music ASCAP 3:36 


YOU LET MY LOVE GROW COLD 

Shapiro Bernstein Co. ASCAP 2:08 
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1. Black Princess 
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Paul Keens-Douglas. 


You will find Bobots and a host of other 
characters alive and well at Lai Shop situated 
in the Is Town Say So column of the Trini- 
dad & Tobago Sunday Express. Weekly they 
get together over a few rounds of drinks to 
philosophise on life in T&T and in the world 
in general. The questions raised and the 
solutions suggested would prove worthy fare 
for any Heads of Governments Conference. 
Through these and many other popular 
characters Paul Keens-Douglas reflects the 
thinking of the man in the street and with 
subtle humour makes his statement. Those 
who have eyes to sec and ears to hear will 
understand, for there arc many levels to 
dialect writing and performing. This album 
is a continuation of the popular Is Town Say 
So album and is just as exciting to the 
imagination. Put it on and hear for yourself. 
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SIDE 1 


Dis Bajan Girl The people of Barbados 

are often refered to as 
Bajans or Barbadians. 

Last Lick Recalls the games that 


children play many of 
which they create 
themselves. Based on 
Grenada, but similar 
games are played in 
most of the islands. 

Peltin’ Bobots’ discusses the 

art of pelting stones. 

De Sugar Problem . .Bobots suggests certain 
ways to solve the Sugar 
Problem in Trinidad & 
Tobago. 

SIDE « 

Tanti An’ De Fire . .Tanti Merle tries to save 
her cushion covers 
which she had left at 
the store on credit. 

Windjammers In the old days vessels 

without engines were 
called Windjammers. 
They depended solely 
on sails and wind, and 
were a vital link in the 
passenger and commer- 
cial trade between the 
islands. 

De Dry Bones Dialect version of ex- 

tract from Bible 
(Ezekiel 37: 1-14). 
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Luis Pcrico Ortiz 
Vocal Rafael de Jesus 

LoMejor 

Side One Side Two 


1. -ADIOSME VOY 5:37" 

(Luis Perico Ortiz) 

2. -JULIAN DEL VALLE 5:08 * ♦ 

(Luis Soto) 

3. -CAMARON 6:13 * * 

(Charlie Rodriguez) 

4. -PERIQUITO 4:57 » • 

(Hector Soto) 


1. -DE PATITAS 

(Ramon Rodriguez) 

2. -SE LLORA Y LLORA. 
(Ramon Rodriguez) 

3. -LO QUE DUELE MAS. 
(Charytin Goyco) 

4. -ALLI MORIRE 

(Luis Ortiz) 


..5:56 

..5:26 

,.5:01 

.5:43 



Album No. N.G. 812 
New Generation Presenta: 
JULITO CASTRO Y LA 
MASACRE. 



Album No. R.N. 1002 
New Generation Presenta: 
ORQUESTA "LA NUEVA" 


Distribuido por:NEW GENERATION RECORDS P.R. 
Album Photo and Concept:RAFAEL DE JESUS 



Album No. R.N. 1001 
New Generation Presenta: 
TITO ROJAS Y EL 
CONJUNTO BORINCANO 



Album No. N.G. 710 
New Gonoration Presenta: 
"SUPER SALSA" 

LUIS PERICO ORTIZ 



Album No. R.N. 1003 
New Generation Presenta: 
SEXTETO DOS TIEMPOS 






Album No. N.G. 715 


New Generation Presenta: 
"ONE OF A KIND" 

LUIS PERICO ORTIZ 
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GOTTA TRAVEL ON 
AIN'T NOTHIN' WRONG WITH THAT 
SOMETHING YOU GOT 
SHOW ME A MAN (I Can Look Up To) 
WHISPERING GRASS 
I ALMOST LOST MY MIND 


I NEED YOU SO 
I FOUND A NEW BABY 
MAKE SOMEONE LOVE YOU 
TOMORROW NIGHT 
MY HEART TELLS ME 
THAT OLD GANG OF MINE 


f EPIC J 



Produced by 
Bob Morgan 


DRmiTH JO 


ONE MORETIME WITH FEELING 


AIN’T NOTHIN’ WRONG WITH THAT 
SHOW ME A MAN (I Can Look Up To) 
WHISPERING GRASS (Don’t Tell the Trees) 
SOMETHING YOU GOT 
I ALMOST LOST MY MIND 
GOTTA TRAVEL ON 


I NEED YOU SO 
I FOUND A NEW BABY 
MAKE SOMEONE LOVE YOU 
TOMORROW NIGHT 
MY HEART TELLS ME 
THAT OLD GANG OF MINE 


No matter how big the hit, how familiar the song or how 
many times Damita Jo has sung it, she can always belt it across 
one more time. 

And with great feeling. 

She's that kind of an artist. She has the kind of reserve that 
can be drawn on time after time, tune after tune. She always 
finds something fresh in a song. She always finds the right sound 
and projection for a song. 

In short, she sings one more time every time with feeling. 

And why not? Her training in popular music has been as good 
as a singer can receive. She majored in music at the University of 
California and at Sam Houston State Teachers College in Hunts- 
ville, Texas. Her background in that respect is solid. 

She spent seven fabulous years as the lead vocalist with Steve 
Gibson's Red Caps. And it was here that Damita Jo learned how 
to sing 'em all one more time — every time — with feeling. For 
night after night she would sing some of the group's biggest hits, 
often three or four times in the course of a single concert or per- 
sonal appearance. 

And that's how stars are made: out of the confidence that 
comes from knowledge, and out of the creativity that comes 
from challenge. 

But Damita Jo's singing goes much deeper than that. She's a 
performer with a style wholly her own. Her first Epic album, 
“This Is Damita Jo" (LN 24131/BN 26131*), presented the pep- 
pery performer singing just the way she does on a nightclub 
floor. She recreated in a studio the excitement of one of her 
personal appearances. 

For this album, we have a dash of that feeling plus the kind of 
Damita Jo that appeals to the swinging set, the ones who buy her 

THE SELECTIONS ARE FOLLOWED 


SIDE I 

AIN'T NOTHIN' WRONG WITH THAT-Blackwood Music, Inc. (BMI) 2:09 

SHOW ME A MAN (I Can Look Up To)-Old Lyne Music & T. M. Music, Inc. (BMI) 2:47 

WHISPERING GRASS (Don't Tell the Trees)-Mills Music, Inc. (ASCAP) 3:00 

SOMETHING YOU GOT— Tunc-Kel Pub. Co., Inc. (BMI) 2:39 

I ALMOST LOST MY MIND-St. Louis Music Corp. (BMI) 2:41): 

GOTTA TRAVEL ON-Sanga Music, Inc. (BMI) 2:58 


single records and like their Damita Jo to sing with a driving, 
rocking beat. 

So for the swingers Damita Jo presents such driving tunes as 
That Old Gang of Mine, with its kicking interpolation of “Sweet 
Adeline," Something You Got, which was a big hit for her in the 
South, I Need You So, Ivory Joe Hunter's lament, and Ain't 
Nothin' Wrong With That, featuring some comments from the 
boys in the band. 

Damita Jo's range is wide. She presents a new song which she 
and her husband Biddy Wood first heard in Los Angeles and are 
now spreading all over the world. It's Show Me a Man (I Can 
Look Up To) by talented Rudy Clark, and it's a beauty. 

But she also presents a borrowed tune, Whispering Grass 
(Don't Tell the Trees), which will ring a bell with fans of the pre- 
World War II Ink Spots, for that's when the song was a big hit 
for them. There's a broad smile here, and also a warm tip of the 
hat to a fine vocal group. 

And she also offers oldies that she knows inside out like My 
Heart Tells Me, Gotta Travel On and I Almost Lost My Mind. 
These are songs she explores anew every time. With feeling , too. 

Garry Sherman arranged Make Someone Love You. All the 
other songs in this album were arranged by Fred Norman. The 
Norman touch on I Found a New Baby is particularly delightful 
and very much in Damita Jo's groove. 

And so it goes, from light tunes to songs solid with the blues 
or rocking to the beat. It's Damita Jo doing that good thing she 
does to a song. 

And every time she does it, she does it ONE MORE TIME 
WITH FEELING! 

DOM CERULLI 

BY THEIR PUBLISHERS AND TIMINGS 


SIDE II 

I NEED YOU SO-St. Louis Music Corp. (BMI) 3:24 

I FOUND A NEW BABY-Leeds Music Corp. (ASCAP) 3:30 

MAKE SOMEONE LOVE YOU-Day Music Co. & Bob Hilliard Music Co. (ASCAP' 2:37 

TOMORROW NIGHT-Bournc Co. (ASCAP) 2:40 

MY HEART TELLS ME-Brcgman, Vocco & Conn, Inc. (ASCAP) 3:01 

THAT OLD GANG OF MINE-Bourne Co. (ASCAP) 2:53 
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THE GENIUS OF RAY CHARLES 
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SD-1312 


Ray Charles has been a favorite of many jazz musicians — 
including several of the most advanced — for a number 
of years! Knowledge and appreciation of him came relatively 
late, however, to the jazz listening audience. Ray’s first wide 
success was in the rhythm and blues arena. It was when 
Atlantic began releasing Ray Charles alburns that the iazz 
collectors and critics — most of whom had abandoned 
listening to singles — "discovered" a "new" force. 

Ray's initial impact is hard and total, at least judging 
from this listener's experience. It's only gtadually that one 
begins to realize the range of his capacities. In addition to 
the blues singer with the added thrust of gospel urgency, 
there is Ray Charles the composer; the straight instrumental 
pianist; the arranger; and the alto saxophonist, (cf. Ray 
Charles, 8006; Yes Indeed!, 8025; \\" bat'd I Say, 8029; The 
Great Ray Charles, 1259; Soul Brothers with Milt Jackson. 
1279; Ray Charles At Newport, 1289.) 

This album presents Ray in two new contexts — as singer 
and pianist with a big band and as one of the most warm- 
ly personal and sensitive ballad singers of this generation. 
The first side involves Ray with a vigorous big band whose 
distinguished personnel consists in large part of Basie sidemen 
with three from Ellington. The lean, swinging arrangements 
are by Quincy Jones (Let The Good Times Roll and Deed 
l Do); Ernie Wilkins (It Had To Be You); Johnny Acea 
[Two Years Of Torture ); and A1 Cohn ( When Your Loter 
Has Gone). 

"We did that first side in a double session", notes Quincy 
Jones. "We finished ahead of time, but the musicians had 
become so emotionally involved, they wouldn t leave the 
studio. The Basie guys, for example, were due at the 
Waldorf, but they just sat there with the others — finger 
poppin" and listening to the takes over and over again. 
After 45 minutes. Ray said to me, "You know, I don t think 
anyone's left yet." 

Ray's importance to the cohesiveness of the music on that 
first side comes from more than his singing alone. "Listen , 
says Quincy, "to how his piano holds the band together. 
In his own rather subtle way, he's just as moving a force 
as the orchestra. When he plays, he sets the tempo and estab- 
lishes the groove right away. Without him on piano, the 
results wouldn't have been as good". 

What also becomes evident on the first side — and is heard 
more fully on the second — is Ray's unusual tenderness, 
understanding and individuality as a ballad singer. 1 ex- 
pressed some degree of surprise to Quincy, one of Ray's 
oldest friends, that a man who can project such whooping, 
uninhibited exuberance and earthiness on the material for 
which he's best known can also show — as on this set — 
so romantic a side. "It's like", said Quincy, "the comedians 
who can make you laugh the hardest are usually the ones 
who also can make you cry". In any case, not since Louis 
Armstrong's 1931 vocal on When Your Lover Has Gone — 
to cite my own favorite ballad performance on this record — 
have I been as touched by the song as here. 1 only wish 
it had gone for several choruses more. 

The arrangements for the second side — with strings — 
arc by Ralph Burns. In these interpretations, even when 
the lyrics are banal, Ray's warmth and, above all, that quality 
of latent power he has on ballads make these a refreshing 
experience. For one thing, he puts himself wholly into 
the mood and the material. It's this quality of complete in- 
volvement that characterizes everything Ray does musically. 
"He gets everything inside of him out ", Quincy explains. 

And that’s a very hard thing to do. What I mean is that 
he has complete musical expression of what he has in him 
to say. When he does go into something, he goes all the 
way, and he gives all of himself . 

Quincy was asked further why the musicians who work 
with Ray and those who follow his recorded career closely 
arc so fond of him. "Aside from his personal qualities", 
Quincy answered, "they respect the fact that down inside, 
he's an excellent musician himself. He knows everything 
that's going on. When he sings, he does everything the way 
a musician would do it". 

During this date, Ernie Royal was feeling good. On one 
of my arrangements, there was a G triad on top of an F • 
1 had maybe the D on top. Ernie said, 'Let's take it up 
higher. 1'ii like to hit my high A'. Ray said, 'I d like it 
better if you hit your high G so we ll have the tonic on 


SIDE ONE 

1. LET THE GOOD TIMES ROLL 

(By Sam Theard & Fleecie Moore; Cherio, BMl. 
Time : 2:49). Arranged by Quincy Jones. 

2. IT HAD TO BE YOU 

( By Gus Kahn & Isharn Jones: Rernick, ASCAP. 
Time. 2:-)l). Arranged by Ernie Wilkins. 

3. ALEXANDER'S RAGTIME BAND 

(By Irving Berlin; Irving Berlin, ASCAP. Time: 
2:50). Arranged by Ralph Burns. 
i. TWO YEARS OF TORTURE 

(By Percy Mayfield & Charles Joseph Morris; Venice, 
BML Time: 3:22). Arranged by Johnny Acea. 

5. WHEN YOUR LOVER HAS GONE 

(By E. A. Swan: Rernick, ASCAP. Time: 2:47). 
Arranged by A! Cohn. 

6. DEED 1 DO 

I By Walter Hirsch & Bred Rose; Laurel, ASCAP. 
Time: 2:23). Arranged by Quincy Jones. 

SIDE TWO 

1. JUST FOR A THRILL 

( By Lil Armstrong & Don Raye; Leeds, ASCAP. 
Time: 1:21). Arranged by Ralph Burns. 

2. YOU WON T LET ME GO 

( By Bud Allen & Buddy Johnson: New Era. BML 
Time: 1:16). Arranged by Ralph Burns. 

3. TELL ME YOU'LL WAIT FOR ME 

( By Charles Brown & Oscar Moore; Progressive, 
BML Time: 3:21). Arranged by Ralph Burns. 

4. DON'T LET THE SUN CATCH YOU CRYIN' 
(By Joe Greene; Northern, ASCAP. Time: 3:42). 
Arranged by Ralph Burns. 

5. AM I BLUE 

( By Grant Clarke 6 Harry Akst; Witmark, ASCAP . 
Time: 3:33). Arranged by Ralph Burns. 

6. COME RAIN OR COME SHINE 

(By Johnny Mercer & Harold Arlen; A-M Music, 
ASCAP. Time 3:40). Arranged by Ralph Burns. 


PERSONNEL 

On Let The Good Times Roll, Alexander's Ragtime 
Band 6 Deed 1 Do. the personnel is: Ray Charles, 
piano 6 vocals; Clark Terr ), Ernie Royal. Joe Nett man, 
Snookie Young, Marcus Bel grave 6 John Hunt, trum- 
pets: Melba Liston. Quentin Jackson, Thomas Mitchell 
6 A! Gray, trombones; Frank Wess, flute, alto sax or 
tenor sax; Marshall Royal, alto sax; Paul Gonsalves, 
Zoo/ Sims & David Newman, tenor saxes; Charlie 
Fowlkes & Bennie Crawford, baritone saxes; Freddie 
, Greene, guitar; Eddie Jones & Edgar Willis, basses: 
Charlie Pei sip & T eagle Fleming, drums. On Alexander's 
Ragtime Band. Jose Mangual, bongo drums, is added. 

On It Had To Be You, Two Years Of Torture & 
When Your Lover Has Gone, the personnel is the same, 
except that Billy Mitchell replaces Zoot Sims on tenor 
sax. 

On Just For A Thrill, You Won't Let Me Go, Tell 
Me You'll Wait For Me. Don't Let The Sun Catch 
You Cryin', Am 1 Blue 6 Come Rain Or Come Shine. 
Ray Charles, piano & vocals, is accompanied by : Allen 
Hanlon, guitar: Wendell Marshall, bass; Ted Sommer, 
drums: Bob Brook meyer, trombone; and a large orchestra 
of woodwinds and strings (Harry Lookofsky, concert- 
master ) . 

On Alexander's Ragtime Band, the trumpet solo is 
by Marcus Belgrave. 

On Two Years Of Torture, the tenor solo is by Paul 
Gonsalves. 

On Let The Good Times Roll, It Had To Be You, 
When Your Lover Has Gone & Deed 1 Do, the tenor 
solos are by David "Fathead" Newman. 

Recording engineers: Bill Schwartau 6 Tom Dowd 

Cover photo: Lee Friedlander 

Cover design: Marvin Israel 

Supervision: Nestthi Ertegun & Jerry Wexlcr 



top. It would be a little tighter that way.’ 

Ernie turned to me, and said, 'Is that all </> 
right. Quince/ ' Ray said, '1 ain't gonna tell ^ 
you wrong, baby'. All the guys cracked up". <■) 

H 

Actually, it was Ray who was Quincy's first 73 
influence as an arranger. Charles had been born C 
in Albany, Georgia, in 1932, was moved to £ 
Greensfield, Florida, when he was a baby. At 
six, he was left blind after an illness. He studied 
music at a school for the blind in St. Augustine, Florida. 
Ray was orphaned at 15, and began playing professionally 
around Florida. For the next two years, he also began to 
gain experience as a singer and arranger. 

At 17, he settled in Seattle and instituted the Maxim Trio. 
Quincy, who grew up in Seattle, remembers the trio as being 
"very modern. He sang like Nat Cole with a little Charles 
Brown. Although he wasn't singing blues as such then, he 
always sang with that feeling. He also was playing clarinet 
and alto then, and he was writing. He did some arranging 
for a band I was in then, Bumps Blackwell's junior band, 
whose singer was Ernestine Anderson. 1 remember even then 
that when Ray came into a session, it came to life". 

"He showed me how to voice the first brass section writing 
1 ever did". Quincy adds. "He really showed me the function 
of an arranger, what he was capable of doing. He made 
everything breathe for me. When he wrote, he put life into 
every note". 

Among Ray's other qualities, Quincy underlines "his fan- 
tastic sense of humor and his basic honesty. And he's so 
direct and unselfconscious". 

It is again that lack of self-consciousness that allows Ray 
to move so freely and assuredly through various areas of 
music. He is not afraid of mixing the blues with the gospel 
feel (as if it were ever really possible to totally disassociate 
those strains ) . He finds no contradictions or conflicts in 
playing basic blues piano and then, when he wants to, fleet 
modern jazz. He is the same unmistakable Ray Charles in 
/ Got A Woman as he is in When Your Lover Has Gone. 

Ray is only 27, and there is considerable indication that 
he continues to mature musically. There's no predicting, then, 
what further extensions of Ray will be heard in future 
Atlantic albums. 1 hope, however, on the basis of this one. 
that there will be further dates with a charging big band 
and more ballads, particularly standards. There hasn't been 
a major addition to ballad singing in a number of years — 
a singer who doesn't distort the song and yet makes it an 
intensely personal fragment of autobiography. 

There have been very’ few singers in jazz who could shout 
the blues convincingly and be just as at ease in softer stories. 
There have been ever fewer who could fuse a band together 
from the piano at the same time. And — if need be — also 
write the arrangements. 

NAT HENTOFF 
Co-Editor, The Jazz Review 


This is a high fidelity recording. Transfer from 
master tapes to master lacquers is made on Ampex 
Model 300 Tape Recorder, Scully Variable Pitch Lathe. 
' and Cook Literal Feedback cutter bead. The variable 
pitch control of the Scully Lathe widens the grooves 
for loud passages and narrows them during quieter 
sections, saving cutting space on the record and forming 
the light and dark patterns that can be seen on the 
surface of the pressing. The finest vinylite compound 
is used, and the records are pressed on the new Boomer- 
type presses. For best results obseive the R.I.A.A. high 
frequency roll-off characteristic with a 300 cycle 
crossover. 
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THEME FROM EXODUS o MORE o DAYS OF WINE AND ROSES 
CAESAR AND 


CLEOPATRA 
LAWRENCE OF 
ARABIA 
LOVE THEME 
FROM LOLITA 
MOON RIVER 
(BREAKFAST 
AT TIFFANY’S 


MOON RIVER 
(BREAKFAST 
AT TIFFANY’S) 
NEVER ON 
SUNDAY 
WALK ON THE 
WILD SIDE 
THEME FROM 
PICNIC 


MORE o DAYS OF WINE AND ROSES o LAWRENCE OF ARABIA 
CARIOCA (FLYING DOWN TO RIO) CAESAR AND CLEOPATRA 







STEREOPHONIC PHS 600-123 
MONOPHONIC PH M 200-123 


INSPECTED BY 


DIZZY*GOES 

HOLLYWOOD 


MAIN THEME FROM "EXODUS" 

Ernest Gold, Chappell 4 Co., me. (ASCAP ) , . . 2:38 

MOON RIVER from “Breakfast At Tiffany's" 

Henry Mancini— Johnny Mercer, Famous Music Corp. (ASCAP) . 2:46 

CAESAR AND CLEOPATRA THEME 
from The 20th Cent.- Fox Film Prod. "Cleopatra" 

Alex North, Robbins Music Corp. (ASCAP) . . . 3:07 

DAYS OF WINE AND ROSES 

Mancini— Mercer, M. Witmark £ Sons (ASCAP) . . . 2:15 

WALK ON THE WILD SIDE 

Elmer Bernstein, Columbia Pictures Music Corp. (ASCAP) . . . 7:07 

MORE Theme From “Mondo Cane” 

R. Ortolani—N. Oliviero, Edward B. Marks Music Corp. (BMI) . . . 2:43 

LOVE THEME FROM LOLITA 

Bob Harris, Chappell £ Co., Inc. (ASCAP) . . . 2:44 

PICNIC THEME from The Columbia Picture “Picnic" 

George Duning, Columbia Pictures Music Corp. (ASCAP) . . . 2:21 

NEVER ON SUNDAY 

Manos Hadjidakis, Unart Music Corp. (BMI) . . . 3:02 

THEME FROM LAWRENCE OF ARABIA 

Maurice Jarre, Gower Music, Inc. (BMI) . . . 3:04 

CARIOCA (FLYING DOWN TO RIO) 

Kahn—Eliscu—Youmans, T. B. Harms Co. (ASCAP ) . . . 2:53 

Produced by Hal Mooney Arranged by Billy Byers 
Coiffeur for Dizzy's poodle (see cover): Melvin Davis 
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The Dizzy Gillespie you hear in this album of motion picture themes is 
different, (but not really new). He's the same Dizzy Gillespie whose nearly 
30 years in professional music have produced a trumpet sound so polished 
and so brilliant as to be indelibly his. No one else sounds like Dizzy. 
Other trumpeters may play at him, but they cannot play like him at all. 
They may toss off a run or one of those startling octave jumps, but they 
cannot follow through with chorus after chorus of complete control over 
the instrument. And no one shows Dizzy Gillespie's absolute command 
of the structure and marrow of a song. 

What is new is that Dizzy has taken here a program of motion picture 
theme music from some of the most famous films of Hollywood. And 
moreover, Dizzy— as usual has strayed far from the obvious. Film themes, 
as nearly everyone who toils in the jazz vineyards will agree, are not the 
likeliest of themes upon which to build inspired variations. 

But no one will dispute Dizzy's mastery as displayed in WALK ON THE 
WILD SIDE, the Academy Award nominee of ten years ago. Dizzy's soft 
but insistant open horn gives this theme a much different interpretation 
than has ever been rendered, but still retains the feeling of the original 
melody to such an extent that one can't help feeling that the theme was 
written expressly for such a rendition. 

Not only does Dizzy manage to make each of these screen themes fill 
the full function of the jazz song, but he gives to each an individual color 
of its own through his approach in sound to the piece. His muted horn 
on CARIOCA is saucily exuberant and right in keeping with the flavor of 
this fine film song from the 1930's. And Henry Mancini should be mighty 
pleased with the thorough exploration Dizzy gives of the possibilities in 
"Moon River.” Dizzy's solo is short, but it is remarkably inventive and 
declarative. 

The usually haunting theme from LAWRENCE OF ARABIA as played 
by Dizzy can now be reclassified as a great jazz riff. The beauty of the 
tune remains melodic and yet the figures go to clean cut jazz. 

And so it goes, from the very familiar strains of EXODUS to the not-so- 
familiar strains of CAESAR AND CLEOPATRA. Dizzy makes all of the 
songs become displays of virtuoso jazz trumpet. For this is what Dizzy 
has become; the soloist so brilliant that he rises above his material and 
his surroundings. 

And Dizzy has achieved in this album a feat that he has wanted to 
attempt for many years. To develop an approach to a popular melody 
that appeals not just to the jazz fan, but to everyone. And so he has. For 
the jazz buff and for the average listener, Dizzy has brought together a 
set of great motion picture themes, familiar to everyone, blended with his 
own jazz style, and has treated the world to the enclosed package . . . 
a treat indeed. Dorn Cerulli 


Philips Rocords, A Division ol Morcury Rocord Productions, Inc., Vendor— Mercury Record Corporation 

ONE WORLD OF MUSIC ON ONE GREAT LABEL I 
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Julio 

Jaramillo 

Con Ios conjuntos de 
Rosalino Quintero 
Carlos Bonilla y 
Bolivar Lara 


LADO “A” LADO “B” 


RONDANDO TU ESQUINA Bolero-tango ■ • 

(Charlo) 

DEBEMOS SEPARARNOS 

(Mario Cavagnaro) 

Valse 

DE UN VIEJO AMOR 

(D. A. R.) 

Bolero 

CARTA A Ml MADRE 

(Bobby CapO) 

Bolero 

QUEMA ESAS CARTAS 

(Alberto Cosentino-Juan Pedro Lbpez) 

Valse •• 

RECORDANDO UN PASADO 

(Emilio Santistevan) 

Valse 

PENSANDO EN Tl 

(Angel Siales) 

Valse* 

ADIOS AMOR 

(Raul Caceda) 

Valse 

SECRETO AMOR 

Bolero - 

CORAZON NO LL0RES 

Bolero 


(D. A. R.) 


(Rafael Hernandez) 


Grabacion ONIX Ecuador 


the wedgwood trio 
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MY LORD, WHAT A MORNING 
Favorite Religious Folk Songs 
as sung by The Wedgwood Trio 


Side l— 

1. MY LORD, WHAT A 
MORNING 

2. SHALL WF. GATHER AT 
THE RIVER? 

3. AMAZING GRACE 

4. INTO THE WOODS MY 
MASTER WENT 

5. I’M ON MY JOURNEY HOME 

Side 2 — 

1. WE ARE CLIMBING JACOBS 
LADDER 

2. GO TELL IT ON THE 
MOUNTAIN 

3. AND AM I BORN TO DIE? 

4. JUST A CLOSER WALK 
WITH THEE 

5. OH, SINNER MAN 


The Wedgwood Trio in Concert 


The term Wedgwood has its origin 
in the 18th century when a potter by 
the name ,of Josiah Wedgwood pro- 
duced a "ware that was fine, hard, and 
porcelainlike. It was characteristically 
uf a tinted clay ground with small 
cameo reliefs in white ’paste, applied 
before firing. Wedgwood ware was 
of such high quality that the name 
has since become synonymous with 
quality in other uses. 

The one word that best describes 
the music of The Wedgwood Trio is 
(Hudity. 

With so much music being adulter- 
ated today, it is indeed refreshing and 
rewarding to witness the entree of a 
new group such as The Wedgwood 
Trio. It is good that their first long- 
play album is devoted to religious 
folk songs. They could fill a dozen 
albums with the secular folk songs, 
new and old, that they have collected 
from many parts of the world. But 
it is to their credit that they have 


chosen instead their favorites from 
religious folk music. 

The Wedgwood Trio had its begin- 
nings in 1964 at Newbold College in 
England where Bob Summerour of 
Dalton, Georgia, Jerry Hoyle of Mor- 
ganton. North Carolina, and Don 
Vollmer of Asheville, North Carolina, 
were enrolled as students. The trio 
was asked to do some American folk 
songs for an international folk night 
at the college. The audience response 
was quite enthusiastic, and soon the 
trio was invited to sing for the British 
Folk Song Society. 

After three appearances before 
chapters of the Society, Bob, Jerry, 
and Don presented their first full 
length concert — a benefit program to 
aid a hospital for mentally retarded 
children — at East Hampstead Col- 
lege, Berkshire. This was soon 
followed by two benefit tours in 
England. During the Christmas re- 
cess they traveled on the continent 


and sang with church and youth 
groups in M a d r i d, L i s b o n, and 
Geneva. The Easter holiday saw them 
touring with the college choir for 
four concerts in England and South 
Wales. 

They appeared twice on “The Best 
Saturday Night in Town” at London’s 
New Gallery Center, a famous land- 
mark in the British capitol. The New 
Gallery Personality Award was pre- 
sented to the trio on the final program 
of the season. A few days later they 
flew to Paris for a recording session 
and radio appearances. 

Following more concert appear- 
ances and broadcasts in England, 
France, Sweden, and Finland, the trio 
returned to the United States to com- 
plete their college work at Southern 
Missionary College in Tennessee. Al- 
most immediately their weekends and 
holidays for the school year 1965-66 
were booked solid for concerts and 


special appearances from Massachu- 
setts to Florida. 

In many respects folk music is the 
heart of musical expression, always 
popular with the masses. The ex- 
tremely singable church music popu- 
larized in Germany by Martin Luther 
was based on German folk music. 
John and Charles Wesley also 
adapted folk music to their many 
hymns. These and other influences 
led to the popularization of the folk 
hymn. 

The Wedgwood Trio, one of the 
most promising of the new musical 
groups, has discovered the wonderful 
heritage man has in the religious folk 
songs he sings. And the songs in My 
Lord, What A Morning! express this 
heritage so well that we may aptly 
describe them as soul-satisfying. 

Cecil Coffey 
Book Editor 

Southern Publishing Association 
Nashville, Tennessee 
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; HONEGGER - Claudel 
< La Danse des Morts 
^ Oratorio 

Dialogue - Danse des Morts 

Lamento - Sanglots 

La Reponse de Dieu 

Esperance dans la Croix 

Affirmation (25’53) 

JEAN-LOUIS BARRAULT, recitant 

CHARLES PANZERA, baryton 

ODETTE TURBA-RABIER, soprano 

ELIETTE SCHENNEBERG, mezzo-soprano 

Chorale Yvonne Gouverne 

Violon solo : Andre Pascal 

Enregistre les 27 et 28 mars 1941 ® 1 941 

Nouveau report effectue par Keith Hardwick 
d'apres les 78 tours originaux DB 5135-7 • 2LA3479-84 



S HONEGGER 
’i Symphonien°2 
pour orchestre a cordes 

1 - 1°' Mouvement : Molto moderato (10 08 ) 

2 - 2° Mouvement : Adagio mesto (7*oi) 

3-3° Mouvement : Vivace ma non troppo 

Presto (4*55) 

Enregistrd les 15. 16 octobre 1942 et 1*' mars 1944 
Nouveau report effectub par Keith Hardwick 
d'aprds les 78 tours originaux W1600-2 • 2LA3855-60 

® 1944 
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Direction : 
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Enregistrement d'ongine 78 tours 

PATHE MA RCONI IHTTII 

Made in France 


Quinquagenaire et Eternel 

Mais qui done etait Honegger, pour nous interpeller ainsi ? Ce 
ton. ces themes, sont inattendus en notre si6cle. Un etranger sans 
doute ? Et meme un passant, qui n'appartient a aucune ecole, un 
proche pourtant. sur ses semelles d'infini. C’est bien cela. Protes- 
tant et Zurichois. ne au Havre pourtant, Honegger fut cette sorte 
de Rimbaud trapu qui aurait vraiment vu la mer, et n'aurait vrai- 
ment aime que Bach. Longtemps il est reste au Havre, ou ses 
parents importaient du cafe. D'avance. il y a vu "Quai des Brumes '. 
Mais chaque semaine il prenait le train (ce n'etait pas “la Bete 
humaine") pour etudier le violon a Paris, et avec le meilleur maitre 
possible. Lucien Capet. Au lendemain de la Grande Guerre, adopte 
a Paris, coopte par le Groupe des Six. il y restera, inguerissable- 
ment. un etranger. II le confesse. Ni fetes ni foires ne I'interes- 
sent. ni defis. ni paris. Ni Paris. Son monde a lui, e'est la musique 
de chambre et la musique symphonique. tout ce qui n'est pas a 
la mode, tout ce qui est grave. Un jour il ecrira des oratorios, e'est 
sur : des profanes, et meme des sacres. comme si les temps de 
Haendel et de Haydn n'etaient pas revolus. II ira plus loin : de sa 
“Judith", oratorio profane, il fera un opera seria. Un homme du 
passe, done, avec lepaisseur de son d'un Brahms et meme d'un 
Reger (a Paris !) et. dans sa tete. pour tout avenir, des regrets et 
des retours en arriere ? Mais non ! Nul comme Honegger ne fut 
de son siecle. et sa musique temoigne pour la condition de I'hom- 
me. ici meme. et dans ce siecle meme. "Paques a New York" lui 
inspirera une de ses premieres musiques. et e'est I'esprit de Blaise 
Cendrars qui le conduit (ce meme “Paques a New York", par un 
etrange recoupement, lu au hasard d'un train, arrachait des lar- 
mes a ce globe-trotter emerveille. Arthur Rubinstein). C'est un 
homme de son temps qui a mis en musique "Pacific 231". avec sa 
geniale dramatisation d'un rythme, qui finit par immobiliser le 
Temps (on songe aux grands express bardes de blanc dont parle 
Saint-John Perse, avec leur provision de glace pour trois jours). 
Poete et voyant, mais mondain aussi. et intempestif toujours : 


Honegger osait aimer I'opdra, qu'il avait beaucoup vu au Havre, 
enfant. Passe encore qu'avec Jacques Ibert il ait ecrit "I'Aiglon". 
pour Fanny Heldy et Vanni-Marcoux. Mais I'operette ! Mais "les 
Aventures du Roi Pausole", et "les Petites Cardinal" ! Mais la 
musique pour films ! D§cidement ce fils de Bach habite le quoti- 
dien. et surprendra toujours. 

"Ce n'est pas demain que j'entrerai dans I’Eternel, e'est aujour- 
d'hui meme" : librement interpretee d'Aristote, c'6tait la devise 
poetique de Paul Claudel. Quelque part sur les chemins de la 
terre. ces hommes r6els. qui etaient aussi des visionnaires. se sont 
rencontres. Feconde rencontre. On lui doit "Jeanne au Bucher" 
et “la Danse des Morts". on lui devra la musique de sc6ne du 
"Soulier de Satin". On lui doit cette grande bouff6e de realite. de 
verve, de vigueur qui souffla sur un monde qui avait peur de la 
guerre, sur un art qui avait peur du sacre. Honegger avec son 
vetement de cuir, sa silhouette trapue, sa puissance breve, sa vio- 
lence illuminee, son gout de Bach, son heritage protestant et 
suisse. Claudel avec son cou de taureau, son impatience de voya- 
geur planetaire. ses ambassades. son catholicisme emporte. ses 
illuminations de Rimbaud et de Notre-Dame. Ces deux-la se sont 
done rencontres. Cela a fait un grand bruit de Foi et d'Esperance. 
dans un si§cle qui allait croire qu'on peut ne pas croire. ne rien 
croire, et pourtant vivre, et meme faire de la musique. 

II y eut d'abord "Jeanne au Bucher", voulue passionnement par 
Honegger contre un Claudel reticent, mais peu a peu conquis. 
Tant est grande la contagion de la generosite, de I’elan. Ensuite. 
a la veille de la guerre, il y eut "la Danse des Morts". Certes, 
Claudel portait en lui-meme son Ezechiel. Mais quel poete faut- 
il etre. et quel passant, pour oser faire de Dieu un recitant, et lui 
emprunter sa voix ? Pour, avec une forte et tendre naivete, regar- 
der les plaies du Crucifie et lui adresser presque des reproches ? 
C'est I'esprit des Improperes. que meme la liturgie commenpait 
a oublier alors. Le texte de Claudel respire a hauteur de Bible. 


sans pour autant perdre des pieds le sol. et c'est sabots aux pieds. 
comme tous les soldats de I'an II, comme tous les enfants du 
Bon Dieu, qu'il organise la Danse, oil s'entrechoquent complaintes 
de pays, Ponts d'Avignon et Carmagnoles, et ces rictus d'eternite 
qu'on voit aux squelettes dehanches des authentiques Danses 
Macabres. Familiers tous les deux de I'immense. Claudel et Honeg- 
ger peuvent y oser I'humour. Le Recitant de la "Danse des 
Morts" est un peu comme cet Annoncier qui au debut du “Soulier 
de Satin" (pas encore joue dans sa version scenique. cela ne se 
fera qu'en 43. immense coup de sante et de verve dans la guerre 
sinistre), nous engage a ne pas trop prendre au serieux le serieux 
meme le plus sacre. celui des Grands Textes. Levez-vous. enfants 
de la maison, chantez les plus grands textes. et jouez. La "Danse 
des Morts" invite I'homme a se souvenir qu'il est Poussiere- Mais 
plus poussiere encore est le Pharisien. qui se nourrit de Ja pous- 
si6re des textes. Qu'il ecoute plutdt Claudel, qui conseille la dila- 
tation : “Je ne suis pas venu dissoudre et resoudre et diviser. 
mais remplir." 

Quelle reponse que la ferveur ! Paris, malgre les privations, orga- 
nisait une semaine Honegger en 1942. II atteignait ses cinquante 
ans. “A cet age on commence & avoir des chances d ecrire pour 
la posterite". disait-il. Son cadeau de demi-siecle. ce fut cette 
2 e Symphonie. que Charles Munch lui joua. apres que Sacher I'ait 
creee en janvier. a Bale. Avec sa fureur de cordes au finale, et S’ 
ce fremissement des contrebasses. qui disent que quelque chose § 
d'immense est en marche dans le monde. elle aurait pu s'appeler * 
la Victoire. Elle I'annonpait peut-etre. mais ne la nommait pas. 

Pour cordes seules. elle comporte une trompette ad libitum, mais 
en 1942 cette trompette se taisait. On ne I'entendra qu'apres la 
guerre, victorieuse. dans I’autre enregistrement qu'en fit Charles 
Munch a Boston. Ici. dans la clandestinite. les cordes suffisent a 
dechainer cette colere et cette foi. qui sont I'Esperance. 

Andre TUBEUF 


Eternal at the age of fifty 

Who was Honegger to defy us like this ? Such a tone of voice, such 
themes, are out of place in our age. Perhaps he was a foreigner ? 
He might even be a passer-by who belongs to no school and yet, 
at the same time, is a close relation bound for eternity. That must 
be it. A Protestant and a resident of Zurich, even though born in 
Le Havre. Honegger looked like a thick-set Rimbaud who had be- 
held the sea and who really loved only Bach. For a long time he 
lived in Le Havre where his parents ran a coffee importing business. 
There he experienced the melancholy atmosphere of Quai des 
Brumes even before that famous nineteen-thirties film made its 
appearance. But every week he took the train (not the train per- 
sonified in Zola's novel La Bete Humaine) to study the violin in 
Paris with Louis Capet, the best possible of masters. On the eve 
of the Great War, adopted in Paris, co-opted by the group known 
as “Les Six", he was to settle there, an incurable foreigner. He 
frankly avowed it. He was interested neither in high jinks nor low 
jokes, in challenges nor daring wagers. Neither did Paris tempt 
him. His own personal world was one of chamber music and 
symphonies, everything that's out of fashion, everything that's 
“serious". One day. of course, he was to write oratorios, secular 
and even sacred ones, as if the age of Handel and Haydn was not 
yet over. He was to go further : he turned his secular oratorio 
Judith into an opera seria. Was he, then, a man of the past, with 
the thick sound of a Brahms or a Reger (in Paris I) and, in his 
mind's eye, a man of the future made up of nostalgia and back- 
ward glances ? Certainly not. No man was more a product of his 
time than Honegger, and his music bears witness to the human 
condition here and now, in this very age. P&ques & New York 
(Easter in New York) was to inspire one of his early compositions, 
and it is shaped by the spirit of that nomadic writer and traveller 
§ Blaise Cendrars. (The same P&ques d New York, by a strange inter- 
's play of events, drew tears from Arthur Rubinstein, that admiring 

* globe trotter, when he read it by chance on a train journey.) He 

S' was a man of his time who set to music the railway engino 

£•“ Pacitic 231 with an inspired dramatisation of rhythm which ended 

£5 by immobilising Time itself. (One Is reminded of those huge 

c - express trains cased in white that the poet Saint John-Perse speaks 

of. with their stock of ice enough to last threo days.) Poet and 


seer, but man of the world too, and ever unseasonable, Honegger 
dared to be fond of opera, which as a child he'd often seen in Le 
Havre. It was all very well to compose L'Aiglon with Jacques Ibert 
for Fanny Heldy and Vanni Marcoux. But to write operetta as well : 
Les Aventures du Roi Pausole and Les Petites Cardinale ! And film 
music ! Assuredly this son of Bach lived the life of everyday and 
was able continually to surprise. 

"It is not tomorrow that I shall enter on Eternity but this very day." 
Such, freely adapted from Aristotle, was Paul Claudel's poetic 
motto. Somewhere paths crossed and there came a meeting bet- 
ween Claudel and Honegger, men of reality but visionaries as well. 
It was a fruitful encounter. To it we owe Jeanne d’Arc au BQcher 
(Joan of Arc at the Stake) and La Danse des Morts (Dance of the 
Dead), not to mention the incidental music for Claudel's poetic 
drama Le Soulier de Satin (The Satin Slipper). From it, too. sprang 
that great breath of reality, zest and vigour that blew upon a world 
afraid of war and an art afraid of spirituality. Honegger with his 
leather jacket, his thick-set form, his concentrated power, his 
enlightened violence, his love of Bach and his Protestant Swiss 
ancestry, was brought into contact with Claudel and his bull-like 
physique, his space-traveller's impatience, his diplomatic missions, 
his hot-headed Catholicism, and his inspirations based on Rimbaud 
and the Holy Virgin. The meeting of these two men created a great 
stir of faith and hope at a time when people were on the verge of 
believing that they could not believe, that belief in anything was 
impossible, and yet that they could live and even make music. 

First of all there was Jeanne au BQcher, so passionately desired by 
Honegger in the face of a Claudel initially reluctant but gradually- 
won ovor. Great indeed is the power of generosity and enthusiasm ! 
Then, on the eve of the 1939 war, came La Danse des Morts. Cer- 
tainly Claudel bore within himself the prophet Ezekiel. But what a 
poet you havo to bo, what a modium, to dare make God your narra- 
tor and to lend Him your own voice I What a poet you must be to 
contemplate with strong but tender artlessness the wounds of 
Christ on the cross and to address Him almost with reproach ! 
This is done in the spirit of the Improporia (Reproaches) which 
even thon the formal Liturgy was beginning to neglect. Claudel's 


words breathe the same exalted sphere as the Bible, although the 
poet keeps his feet firmly on the ground. And those feet wear 
peasant clogs, like warriors in the second year of the Republic, 
one and indivisible, who are like the children of God when he 
organises the Danse des Morts in which there clash together rustic 
ballads, folk tunes. Revolutionary dances, and the grimaces of 
Eternity we see leering from ungainly skeletons in old pictures of 
the Dance of Death. While both Claudel and Honegger are perfect- 
ly at home in vast perspectives, they can nonetheless allow them- 
selves humour. The Narrator in La Danse des Morts is rather like 
the Commentator in Le Soulier de Satin who. at the beginning, 
exhorts us not to take seriousness too seriously, even in its most 
sacred form of Holy Writ. (Le Soulier de Satin was not to be per- 
formed in its stage version until 1943. when it struck a powerful 
blow for health and vitality in the middle of an evil war.) Awake 
and sing, ye children of the temple, sing and play the holiest of 
holies. The Danse des Morts invites man to remember that he is as 
the dust. Even more so is the Pharisee who feeds meanly on the 
dust of words. Let him. rather, hear Claudel, who counsels 
expansiveness : "I have come not to dissolve and resolve and 
divide up, but to fill." 

What a life-giving reaction is enthusiasm ! Despite the privations 
of the time, Paris organised an "Honegger Week" in 1942. He had 
reached his fiftieth year. "At that age.” he said, "one begins to 
have a chance of writing for posterity." His half-century present 
was the Second Symphony that Charles Munch played for him after 
the Swiss conductor Paul Sacher had given the first performance 
in January at Basle. With its frenzied strings at the conclusion and 
Its quivering double basses that speak of something huge on the 
move in the world, it might well have been entitled "Victory". This 
symphony foretold victory, perhaps, but did not name it. Although 
written for strings alone it included an ad lib part for trumpet. In 
1942 that trumpet part was silent. It was only heard after the war, 
which had indeed ended wih victory, in another recording Charles 
Munch made in Boston. Here, in secret, the strings are enough to 
unleash that combination of faith and anger which go to make up 
hope. 

Traduction James Harding 
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SYNOPSIS 


Three pretty farmerettes— Pam (JUNE HAVER), Liz (VIVIAN BLAINE) 
and Myra Charters (VERA-ELLEN), bored with the life bucolic, enthusias- 
tically plan to use their inheritance to seek romance and fortune at 
Atlantic City, the millionaires' playground of 1905. Since their money 
won't allow all three to go in style, they decide that Pam will go as 
the wealthy Miss Charters, while the other two act as her secretary 
and maid. 

In Atlantic City, Pam’s impressive arrival at the hotel is attentively 
noted by Steve Harrington (FRANK LATIMORE) who orders champagne 
to be sent to their suite. From Mike (CHARLES SMITH), the wine waiter, 
the girls learn that Steve is unmarried and one of the richest men in 
America. The girls toast one another to such an auspicious beginning of 
thpir big adventure. 

P/ a drowning ruse next day, Pam, effects a meeting with Steve and 
his friend, Van Damm Smith (GEORGE MONTGOMERY). Both men call 

t Pam that evening and after they go out, Myra leaves for a date with 
Ml'.e. '.oyly announcing to wistful Liz, "It's Thursday, maid's night out!' 

I' ihe gay weeks that follow, both Steve and Van vie for Pam's favor, 
but neithe r is able to propose because the other always pops up at the 
crucial r lOment. Meanwhile Liz is worried. Their small means are gone 
an^ • ,e hotel bill is due. Myra volunteers to borrow from Mike whom she 
has promised to marry, while Pam suggests that Liz accompany her that 
night to interest Steve and leave Pam free with Van whom she loves. 

When Van proposes, Pam confesses her hoax, but learns in turn that 
he is also penniless and was after her fortune! Pam still wants to marry 
him, but he advises her to marry Steve. 

Pam does accept Steve, and the sisters leave to visit his home in 
Maryland. Steve's sister, Miriam (CELESTE HOLM), makes them wel- 
come, but soon suspects that something is romantically amiss. She 
guesses that Pam is pining for someone else, while Liz is in love with 
Steve. When she learns that Van was at Atlantic City, she has the solu- 
tion. Miriam sends for him and works out a plan to reunite the couple, 
During this time, Steve, thrown more with Liz, comes to realize it is she 
he really loves, so when he later discovers Pam in Van's arms and she 
confesses the hoax to him, and her love for Van, he is delighted. He is 
free to ask Liz to marry him. 

Now Myra has Mike, Pam her Van, and Liz has Steve— a happy end to 
the romantic adventures of the three pretty sisters from the farm. 


“Sister acts"— whether singing or dancing teams, orchestras or acro- 
bats— have always had one widely-suspected common denominator: 
the fact that the “sisters" are not sisters at all, or even remotely related. 

The truth is readily apparent in the casting of June Haver, Vivian 
Blaine and Vera-Ellen as the three sisters of "Three Little Girls in Blue!' 
but even more than Producer Mack Gordon realized, the background of 
all three blonde beauties is so similar as to be able to match even those 
rare instances of true sister teams. 

All three come from middle class homes, in medium-sized cities, 
where they began acting at an early age, and not one ever worked any- 
where but in the entertainment field. They all come from non-theatrical 
families who didn’t raise their daughters for the movies. 

June Haver, who calls Rock Island, Illinois, her home town, made her 
debut at the age of five in a little theatre production. By the time she was 
eleven, she had her own radio program sponsored by a dairy company. 
At thirteen, she was singing professionally with such bands as Dick 
Jurgens, Ted Fio Rito, and Freddy Martin. 

Vivian Blaine's career is almost a duplicate of June’s except that she 
came from Newark, N.J. and did her singing with Jay Mills and Erwin 
Kent. She started warbling at fourteen, and five years later, a movie 
scout saw her at New York's Glass Hat night club, and sent her to 
Hollywood. 

Vera-Ellen, who hails from Cincinnati, also sings, and dances more 
than she sings. As a small child, her mother sent her to dancing school 
so she would get some exercise. Vorp-Ellen took to It like a duck to water, 
and by the time she was fourteen had danced before practically every 
fraternal, charitable and service organization In Ohio and Kentucky. She 
also started her professional career by working with dance orchestras 
and in night clubs. 

If the girls had been sisters, working as a t.*io their careers couldn't 
have been more parallel. They've done the same sort of thing, in the 
same sort of places, and reached their present positions by the same 
sort of route, Not being a trio of sisters, they did it in different places. 
Besides, who would believe that one set of parents could be that lucky 
as to have June Haver, Vivian Blaine and Vera-Ellen. 


Mack Gordon, famous songwriter made the leap from the tunesmith 
ranks to that of producer for "Three Little Girls in Blue!’ then promptly 
assigned himself to write the lyrics for the musical opening, with the 
music to be penned by Josef Myrow and Harry Warren. Harry Warren 
wrote one song for the film "This is Always" 

SELECTIONS 

SIDE 1 

1. Overture 

Three Little Girls in Blue VocalGroup 

A Farmer’s Life is a Very Merry Life Vera-Ellen, June Haver 

and Vivian Blaine 

2. On The Boardwalk(in Atlantic City) June Haver. Vivian Blaine 

and Vera-Ellen 

3. Three Little Girls in Blue (Reprise) June Haver. Vivian Blaine 

and Vera-Ellen 

4. Oh My Love VocalGroup 

5. 1 Like Mike Vera-Ellen 

6. Somewhere In the Night Vivian Blaine 

7. If You Can't Get a Girl in the Summertime George Montgomery 

and June Haver 

SIDE 2 

1 You Make Me Feel So Young Vera-Ellen. Charlie Smith 

and Vocal Group 

2. This is Always June Haver and George Montgomery 

3. Always the Lady Celeste Holm 

4. Finale Cast 

Vera-Ellen dubbed by Carol Stewart 
Charlie Smith dubbed by Del Porter 
George Montgomery dubbed by Ben Gage 
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Anyday Now -j::s i 
How Many Heartbreaks? :s: 
Get The Feeling :s: 1 o 
Stole Your Heart 
Come and Sec Me i: r> 
You Got Me Going 4 :o:s 
Go And Say Goodbye 1:22 
The Song You Wrote 4 :tio 
You Can Still Rock i:">o 


WAKNIMO: All riuht 


Special thanks, love and appreciation to our parents, 
families, and loved ones (past and present) without 
whose support we would now be working 9 to 5 . . . 
Dick Bush and Gypsy, Sandi Phares, Sandy Russell, 
Carlene and Kris Smith, LVVZ and RAZ 


Our V.I.P. section consists of those who went the extra 
mile in their service and dedication to the band. 
Richard R. Bush 

Harold Goldberg and Mary Ciccone 
Birger Hansen and Doris Cooney 
Gary Weeks 


To the Whizzers (our friends and fans! 

— you've kept our spirits up over the 
years ; we hope we haven t forgotten 
any of you! 

Alex the Cornball 
Richard Avery 
Steve Baker 
B.C. & Judy 
Darlene Braunlich 
Ellen Brooks 
Edna Bush 
John Bush 

Billy and David Buske 
Levi Connelly 
Keith Conroy 
Tom Darling 
Suzanne Desire 
Paul Dixon 
Diane Donaldson 

Eddie #1. Eddie #2 and Fast Eddie 
Elaine, Jim and Zachary 
Elmira Contingent — Karen, Kate, Pat 
and Sherry 

Freddie. Michael and David Faccioli 

The Flying Flynn Sisters 

Al Funicello 

Sherry Galpin 

Barb Governski 

JoAnn Hodge 

Linda Hull and Steve Zuchowski 

Sue and Michelle Hull 

Heather and Carrie 

Kevin Hubbard 

John Hudson and Family 

Maureen Keegan 

Lee Krull 

Peg Lambert 

Karen Loret 

Mark and Chuck (rock & roll boys, both) 

Steve Michaels 

Montreal Contingent — Dee and all the Scallons, 
J.D. Bush, Manon Landry, John McGale and 
Cecile Uguccione 
Loretta Moss. 

Wayne Mueller 
Walter Munson 
Nancy and Linda 
Bobby Nichols 

Oswego Contingent — Gae, Mary and Terry 

Op Parker 

"OZ" 

Amy, David and Debbie Pasternack (Fluffy, too!) 
Jim, Katie and Tymmy Patrick Pfeiffer 
Saint Pirongski and Co. 

David Rezak 
"Sheldon" Russell 
Mickey Sage 
Mark Shapiro 
Sharon and Wendy 
James Spencer 
Sue Suppes 

Jim "Woody" Woodworth 


Dedication 

This album is lovingly dedicated to Bobby Scuderi . . . 
Get well soon, Bud, our thoughts are with you! 



Where Are They Now? 


Jim Connelly 
Paul Dixon 
Paul Donaldson 
Jim "Spot" Dorchester 
Peter Fallato 
Jeff Finch 
Bruce Lamitie 


Past W.K, Crew 

"Mouse" Manley 
Andrew North 
Jim Pfeiffer 
"Bud" Scuderi 
Chris "Achmed" Stahrr 
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ANVDAY NOW 

Bv Philip Zeppetello 
Here I am can't stop thinking about you 
l understand and I know what I'm gonna 
do 

Think I'm gonna call you when I find 
a dime 

This could take forever 
I've got time 
I Chorus ) 

Anyday now 
Anyday now 
Anyday now I'll get you 
Run away you can run but you'll never 
hide 

Come what may you will want me by 
your side 

Making like a shadow I'll be right behind 
Look around the corner it's me you'll find 
I Chorus I 

You know that I will play to win 
You can never tell 
You might as well give in 
You might as well give in 
Scott: Rhythm Guitar 
©1981 Starstream jSESEC) and 
Mypuken Music (BMI) 

All rights reserved. Used by permission. 

HOW MANY 
HEARTBREAKS? 

By Philip Zeppetello 
The boy didn't know I needed him so 
I couldn't be what he wanted in me 
Now that he’s gone I gotta push on 
The pain will pass it never does last 
Can I lean on you I want you too 
You know what I need tell me please 
iChorusI 

How many heartbreaks will I have to 
sun'ive 

How many heartbreaks before I arrive 
How many heartbreaks will he put me 
through 

How many does it take how many 
heartbreaks 

There ain’t no shame in playing this game 

Easy it's not but it's all we got 

And nobody knows how the story goes 

So hold on tight you're right for tonight 

Can I lean on you I want you too 

You know what I need tell me please 

IChorusI 

Fluffy Saccucci: Tenor Sax 
©1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 


GET THE FEELING 

By Philip Zeppetello 

Gotta get up have some fun 

Somebody's got to be the first one 

How bout you don 't be shy 

Somebody's got to take the first try 

We'd love to take you higher 

Gonna set the whole damn place on fire 

IChorusI 

Get the feeling 

Get the feeling 

Anyway you want it to be 

Get the feeling with me 

Don't go home til we're through 

We couldn't make it without you 

Let's take off hold on tight 

Rockin' and rollin' til the first light 

We'd love to take you higher 

Gonna set the whole damn place on fire 

(Chorus I 

Fred and Scott: Guitar/Synth 
© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 

STOLE YOUR HEART 

By Scott Varga 

How do you know she isn't dreamin" 
of you 

That you hold her tight the whole night 
through 

How do you know it isn't you that she loves 
Is it hard to believe it's you she's thinking 
of 

How can you think that it isn't true 
When you look in her eyes you'll see it's 
you 

IChorusI 
Stole your heart 

All she's given you from the start 
It's time you wised up and got smart 
And you know that you'll never part 
Can't believe that she stole your heart 
Why do you think it's taken so long 
You now know that she is where you 
belong 

Why do you think she didn't tell you ‘til 
now 

You played it so cool she just didn't 
know how 

Why do you think that it isn't true 
When you look in her eyes you’ll see it's 
you 

IChorusI 

Scott: Solo Guitars, Acoustic and 
Electric Pianos 
Tim: Backwards Cymbal 
©1982 Vargasongs (BMI) 

All rights reserved. Used by permission. 


COME AND SEE ME 

By Philip Zeppetello 
If you could see yourself you'd die 
Heart hung on your sleeve 
You ‘re such a mess since she said 
goodbye 

You look like meat that's gone through 
the grinder 

A knife in the back would have been kinder 

I could make you forget her 

All you gotta do to make it feel better 

IChorusI 

Come and see me 
Come and see me sometime 
Come and see me tonight 
If you could see yourself you'd laugh 
You're so stretched out 
You let that little girl tear you in half 
You look like something the cat dragged in 
Face on the floor the dog dragged you 
out again 

I could make you forget her 

All you gotta do to make it feel better 

(Chorus) 

© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 

YOU GOT ME GOING 

By Philip Zeppetello 

I saw you there you looked so fine 

You saw the sadness in my eyes 

Without a word you held my hand 

And then you smiled at me 

And made me understand 

I was only hanging out 

And I didn't know what 

Love was about 

[Chorusl 

You . . . you got me going 

The love that you're showing 

Has got me feeling 

Ooh . . . you got me going 

Got to keep growing 

This love I'm feeling 

We danced around the flashing floor 

I knew I needed to see more 

Could this be a love at last 

I had to stop myself 

Cuz I was falling fast 

I was only hanging out 

And I didn't know what 

Love was about 

(Chorus) 

PZ: Acoustic Guitar 
Scott: Octave Guitar 
Tim: Oversized Bass Drum 
© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 


GO AND SAY 
GOODBYE 

By Philip Zeppetello 
I can see you're fooling me 
I got your number 
Blind my eyes to all your lies 
Broke the spell I was under 
The words all over town 
How you pushed me around 
But that's all over now 
(Chorus) 

You can go and say you're sorry 
You can say it was all a lie 
Just a part of the same old story 
You can go and say goodbye 
Goodbye . . . you can go and say 
goodbye 

Goodbye . . . you can go and say 
goodbye 

You ‘re so smart cut for the part 
What a ride I was taking 
Sad and sore deceived and more 
All the time you were faking 
The words all over town 
How you pushed me around 
But that's all over now 
I Chorus) 

© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 

THE SONG YOU 
WROTE 

By Denise Weeks and Kathi Campbell 
I heard your song on the radio 
Reminded me of you 
And I'm left here just hangin' on 
And feelin' blue 

Wanted to pick up the telephone 
Just to hear you say hello 
To tell you I still think of you 
Tho that was long ago 
( Chorusl 

So sing the song you wrote for me 
Centuries ago 

The words you wrote that meant so much 

To you and me 

I heard your sad song 

Drifting through the miles 

As once you sang your song for me 

And l can still feel your smiles 

That special song you wrote for me 

Of how love never dies 

And I know l won't forget 

How the love shown in your eyes 

(Chorus) 

Your voice still moves me 
Like when I was your lady blue 
Everytime 1 hear that song 
/ sit and think of you 
l remember times we had 
Sweet memories come anew 

I Chorusl 
Scott: Piano 

Scott and Fred: Coral Electric Sitar 
© 1980 Last Weeks Music (BMI) 

All rights reserved. Used by permission. 
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YOU CAN STILL ROCK 

By Scott Varga 

So your life isn't right stayin' out all night 
Hope by the morning things will be better 
No one to talk to friends are far and few 
And you wonder if you could be sadder 
But there's something that's right 
It's why you stay out all night 
And no matter what they think of you 
(Chorusl 

You can still rock and roll 
No they can't make you stop can't get 
to your soul 
Wa-oh-oh rock and roll 
No they can't get to your soul 
Well your week went all wrong barely 
got along 

Who do you think you're foolin' 

You're caught up in the race others 
settin' your pace 

Sometimes you wonder what the hell are 
you doin' 

But there's something that's right 
It's why you stay out all night 
And no matter what they think of you 
/ Chorus) 

Maybe one more time it's all left behind 
For the moment you're in no hurry 
You get off on the sound beat pulsin' 
around 

It makes you forget that you worry 
But there's something that's right 
It's why you stay out all night 
And no matter what they think of you 
I Chorus ) 

Fred and Scott: Three-handed Organ 
PZ: 2nd Solo Guitar 
Scott: 1st Solo Guitar 
© 1982 Vargasongs (BMI) 

All rights reserved. Used by permission. 
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STAN GETZ and J. J. JOHNSON 
at the OPERA HOUSE 


In 1957. making the eighteenth ann :al Jazz At The 
Philharmonic concert tour in America I recorded, as I have in 
previous years, various concerts of the group. They were 
recorded at Carnegie Hall in New York City, at the Chicago 
Civic Opera House, and at the Los Aageles Shrine Auditorium. 
In spite of the experience in the past. i; still remain a i.ta.ter 
of luck as to the technical recording quality of what the 
artists put to wax. It's also a problem of the artist being 
at his best, because they obviously play better at one sitting 
than another, depending on the circumstances surrounding 
their particular day. We were very lucky with what happened 
in Chicago at the Opera House, because technically the repro- 
duction was almost perfect (perfect in terms of what you could 

/ lines: 

Itll. I. IK'S BOUNCE 
MY FUNNY VALENTINE 


normally accomplish in a studio) and the musicians reached 
an artistic peak with what they played that night. Logically, 
therefore, this album is called "Jazz At The Opera House”. 

This, as far as I know, is the first time that Stan Getz 
and J. J. Johnson have ever teamed up as the only soloists 
on an album. Their affinity for each other was marvelous: 
a kind of musical dialecticism; and especially is this evident 
in their remarkably exciting "Blues In The Closet". 

The rhythm section on both sides of this LP consisted of 
Oscar Peterson. Ray Brown. Herb Ellis and Connie Kay. 

„ f 

NORMAN GRANZ 


CRAZY RHYTHM 
YESTERDAYS 

IT NEVER ENTERED MY MIND 
BLUES IN THE CLOSET 
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SIDE ONE: 

1. GOING WHERE JESUS IS (Clay Graham) 4:02 

2. reach OUT (Major Roberson) 4:30 

3. ILLUSION (Major Roberson) 4:24 

4 OLD SHIP (Major Roberson) 3:39 

5. STAY ON THE line (Major Roberson) 3:50 

SIDE TWO: 

1. BARNYARD (Clay Graham) 9:43 

2. TELL THE WORLD (Ben Chandler) 5:23 

3. ARE YOU FOR REAL? (Clay Graham) 5:06 

Produced By: Franklin Williams 


Engineered By: Tom Easley, Wolf Stephenson 
Personnel: Clay Graham, Cleve Graham, Major Roberson, Ben 
Chandler, Bobby McDougle, Michael Atkins, Mann Burgess 
Photograph: Errol Dillon 
Cover Design: Roy Wooten, Phil Allen 
Coordination: Trish Borel, Lynn Vinzant 
Guitars: Bobby McDougle, Joey Wolfolk 
Bass: Michael Atkins 
Keyboards: Larry Addison, Frank Frieson 
Drums: Timothy Burgess 
Percussion: Franklin Williams 
String and Horn Arrangements: Norman Williams 
Management and Bookings: Jubilee Productions 
821 East 89th Place 
Chicago, IL 60619 
Attn : Major Roberson 
(312) 483-8895 or 
(312) 568-5327 

Recorded, Digital Remixed, Manufactured and Distributed By ; 
Malaco Records 
3023 West Northside Drive 
Jackson, MS 39213 U.S.A. 

The Pilgrim Jubilee Singers of Chicago, Illinois, are quite 
unique in as much as they have been considered one of the 
top quartets in the country for many years. Gospel Music has 
gone through many phases and changes in the past few years, 
yet the Jubilees have been able through these times to 
maintain their status as a renowned group with a great 
following. 

The "Jubes,” as they are affectionately known, have 
numerous albums to their credit, not to mention the number 
of 455 released over the years. "Put on Your Shoes" was the 
last album to date. This new album, "Gospel Roots,” will be 
worth waiting for. it features "Old Ship of Zion," "Are You 
for Real,” "Over There where Jesus is," "Barnyard,” and others 
I know you will enjoy. 

Members of the Pilgrim Jubilees are Clay Graham, Cleve 
Graham, Major Roberson, Ben Chandler, Michael Atkins, Bobby 
McDougle and Mann Burgess. 

This album is dedicated in memory of the late Mr. 
Christopher Graham, to all radio announcers and gospel lovers 
all over the world. May God Bless You is our prayer. 

Irene Johnson ware 
General Manager 
WGOK AM Radio 
Mobile, Alabama 
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PRICK B.UAS TUCKER 


WARREN 


T0ZZ1 


ROME OI’EKA HOUSE ORCHESTRA AND CHORUS / ARTURO BASIUK, cond VC T o it 



IL TROVATORE 

Highlights 



ACT I 

Abbiettu zingaru 
Tncea In notto placidu 

ACT II 

Anvil Chorus • Stride In vampa I 
Mai reggendo * II bulen 

ACT III 

Ah, si, him mio * Di quellu pirn 

ACT TV 

D’amor Hull'ali roseo • Misororo 
Udiste? Como alboggi • Ai nostri monti 


I be live top principals in this recording bear the Metropolitan Opera standard. Loon* 
_ tyno Price made u triumphant Metropolitan debut as the Trovatore Leonora. Leouard 
Warren was already a legend before his tragic and untimely death. 1 1 is Metropolitan debut 
was in a Verdi role, as was his last, untlnishod performance. In all he sang eleven Verdi parts. 

Like his Rudames, also on records, Mr. Tucker’s Troubadour is yet to he heard in the 
theater, but thousands of opera-goers have applauded him as the Duke of Mantua, Don 
Carlo, aud Alvaro in Forsa del Destino. Mr. Tom matches Ferrando’s somber measures 
with his sumptuous voice, and Miss Ivlins’ recorded Azucena is a high point in the comely 
young mezzo’s expanding career. 

As for the work itself, it entered the repertoire of the Metropolitan almost as soon as 
the doors were opened, preceded only by Faust and Lucia. The old warhorse has lost none 
of its spirit nor a particle of its hold on the public since the night in Home when its stirring 
pages llrst came to life more than a century ago. 

Three great works climax Verdi’s middle period and 11 Trovatore is the middle of these— 
Higoletto, Trovatore and Traviata. Vordi is said to have written the whole of it in exactly 
four weeks, between the first and twenty-ninth of November, 1852. 

Evon with those closest to him Verdi could be remote and austere (as a child lie was de- 
scribed as “shy and fierce”), so we have nothing direct from him on the subject. It is certain, 
however, that the death of his mother in 1851 helped shape the mother-son angle of the plot 
so all-important in 'Trovatore. Originally Verdi had written his librettist that he intended 
to name his eighteenth opera after the “unusual character” of Azucena. 

The involved plot of Trovatore is a wide-open invitation to burlesque. All that can be 
ridiculed in opera seems to be exposed in its clanging libretto. Gilbert and Sullivan declared 
open season on it with Tiuddigore, incorporating such stock Verdian items as the brother 
of a noble family believed dead, witches’ curses and a frustrated romance. There are also 
mixed-up babies in Pinafore and The Gondoliers. 

Still the work survives, unashamed by the easy and cheap wisecrack, for what cannot be 
burlesqued is Verdi’s honest and throbbing music. Who but Verdi could tell a tale so grim 
as Ferrando’s in waltz time? In the next act he does the same in "Stride la vampa!” One is 
%, the other : )s but they have the same harmonic pattern and the first bars of each could be 
sung together, highly appropriate since they relate the same blood-curdling story. 

In the words of one authority, Leonora’s first solo, "Taeea la notte ," “evokes all the mys- 
tery of u clandestine encounter in the moonlight.” Fitts Sanborn, the late critic of the New 
York World-Telegram, called the heroine’s fourth-act aria "moonlight in music." 

“ Stride la vampa! ” already referred to, spits aud crackles like the conflagration it de- 
scribes. An old edition of The Victor Book of the Opera cites u Di quella pira ” as an example 
of what makes opera. There could he no better case in point. On that fiVst night in Home 
the tenor in his excitement threw in a ringing high ('. It has remained ever since. "II halen” 
\h right from— and to— the heart. 

And Vordi, the dramatist, at all times kept pace with Vordi, the composer. He never 
failed to have a good deal to say about the hooks of his works and to his keen sense of the 
theater we owe one of the most famous moments in all opera— the union of Leonora's voice 
with Maurice's in the Miserere. A fter the mournful chanting of the priests come the ominous, 
heavy chords in the trombones, then Leonora's phrases like broken sobs. Once in Montecatini 
Verdi assembled the organ-grinders and paid them a stiff ransom to desist from further 
plugging the Miserere aud the Quartet from Higoletto. But no amount of familiarity breeds 
anything but admiration and wonder and affection for Maurice's cry of farewell from the 
donjon tower. 

“Don’t have Azucena go mad," Vordi wrote in a long letter to his librettist dated April 0, 
1851. “Exhausted with fatigue, suffering, terror, aud sleeplessness, she speaks confusedly. 
Her faculties are weakened, but she is not mad. This woman's two great passions [the italics 
are Verdi’s], her love for Maurice) and her wild thirst to avenge her mother, must he sus- 
tained to the end.” Indeed, yes, glorious Maestro; otherwise, we might not have had ‘*.t» 
nostri monti.” 
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“Big" Joe Turner has been nick-named "Boss of the Blues” for 
many years— a well deserved accolade, but one that does not 
describe his wondrous talents fully enough. In addition to being 
acknowledged as one of the premiere blues talents of this 
century, Joe is also a highly regarded jazz singer, and has enjoyed 
continuous success with rock audiences as well. 

Joe was born in 1911 in Kansas City, where he achieved his first 
fame. By the 1930's Joe had teamed up with pianist Pete Johnson 
to create some of the most exciting blues and boogie woogie ever 
heard. He was discovered in the late 1930’s in Kansas City by 
impressario and record producer extraordinaire John Hammond, 
who brought him to New York for a concert appearance at 
Carnegie Hall (and this was the 1930's!) as well a series of dates at 
some of the most prestigious New York clubs. He also made his 
first recordings for the Decca label at this time, including the 
classic “Roll 'Em Pete,” heard on this album. 

In 1941 he was invited by Duke Ellington to appear in his revue 
entitled "Jump For Joy." He went on to perform with many of the 
world's greatest jazz musicians, including Art Tatum, Meade Lux 
Lewis, Albert Ammons and more). His fame and success grew 
continuously in both the jazz and blues fields. 

By the early 1950's he was signed to Atlantic Records, the most 
prestigious of the independent companies devoted to jazz and 
blues music in that era. Joe's work on Atlantic was largely 
responsible for ushering in the rock and roll era, as he combined 
his powerful blues shouting with highpowered combos on such 
early rock classics as "Shake Rattle and Roll,” "Morning, Noon 
and Night," “T.V. Mama” (which featured brilliant guitarwork from 
another legend, Elmore James), “Chains of Love,” "Honey Hush.” 
“Chicken and the Hawk," "Hide and Go Seek" and "Flip, Flop and 
Fly," among others. His success continued on the rock and roll 
charts well into the 1960's with "Corrine Corrina," "Sweet Sue" 
and a new version of "Chains of Love." During this period of great 
success with the youth market, Joe never lost his grip on the jazz 
and blues audience that had supported him, and all of the LP's he 
recorded for Atlantic (such as the superb and recently re-issued 
"Boss of the Blues") featured him performing jazz and blues 
material with the world’s top jazz instrumentalists. 

Joe is still going strong, recording both blues and jazz material to 
great success, both with small combo's, and big bands (such as 
his marvelous Pablo album "Joe Turner/Count Basie— The 
Bosses!". INTERMEDIA Records is privileged to bring you this 
great set of material from "Big" Joe. NONE OF THE MATERIAL ON 
THIS ALBUM HAS BEEN PREVIOUSLY RELEASED, and it allows 
Joe to rock out in extended versions of some of his best material, 
including “Shake Rattle and Roll," his classic "How Long Blues," 
and a brilliant workout on the oft-recorded T-Bone Walker classic. 
"Stormy Monday Blues." Joe is still "The Boss" as this album 
eloquently proves. If you love the blues, or classic rock, or simply 
brilliant singing by a master, take this album home with you today. 
You'll thank us, and we thank you. 

—Robert Scherl 


SIDE ONE: 

1. Stormy Monday Blues— Aaron (T-Bone) Walker 

2. Roll'Em Pete-Pete Johnson 

3. Shake, Rattle and Roll-C. Calhoun 

4. When The Sun Goes Down-(P.D.) Arr. Joe Turner 

SIDE TWO: 

1. Morning, Noon and Night— C. Calhoun 

2. Hide and Go Seek-C. Calhoun 

3. How Long Blues— (P.D.) Arr. Joe Turner 


INTERMEDIA RECORDS i . a subsidiary ol SOUNDWAVE INTERNATIONAL, INC. and !S distributed by QUICKSILVER RECORDS, Inc. 8265 Sunset Boulevard. Los Angeles. California 90046 
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ROMANTIC MUSIC for TWO PIANOS 


Side 1 : 

CAMILLE SAINT-SAENS (1835-1921) 

Danse Macabre, Op. 40 

SERGEI RACHMANINOFF (1873-1943) 

Tarantella 

EMMANUEL CHABRIER (1841-1894) 

Trois Vaises romantiques 

Duo di Heidelberg 
Edith HENRICI and 
Hans-Helmut SCHWARZ, Pianos 


Side 2: 

FRANZ LISZT (1811-1886) 

Concerto Pathetique in E Minor 

JOHANNES BRAHMS (1833-1897) 

Variations on the Theme of Haydn, Op. 56 b 


The basic difference between music written for one 
piano four-handed and music for two pianos is explained 
above all by practical considerations: whereas the first is 
mainly a part of household music, the second is adapted 
to the virtuoso character of concert music. For there is 
hardly a middle-class home that can boast two pianos, 
while virtuosos do not like to be seated next to each other 
in front of a single keyboard for concert appearance! 
These differences of destination are reflected in the charac- 
ter of the music itself. The present record, with pieces by 
five romantic composers, gives clear evidence of this. The 
fact that two of these works are original transcriptions 
from orchestral compositions would rather confirm it! 

Quite unknown, and very unjustly so, is Franz Liszt's 
(1811-1886) Concerto pathetique in E-minor. Its origins 
are to be found in a Grand Solo de Concert, written in 
1850 for a competition at the Paris Conservatoire. The 
version for two pianos was written at Weimar shortly 
thereafter. Recently, a version for piano and orchestra (not 
by Liszt!) has been published in Hungary. This is a tensely 
dramatic piece of typical Lisztian demony, whose high- 
strung atmosphere keeps true to the chosen title. Like most 
of Liszt’s works, it unites several sections into a big one- 
movement complex, whose organic unity is ensured by the 
procedure of thematic metamorphosis upon a main theme. 
A violent and virile Allegro theme at once throws us "in 
medias res.” From it, a strongly expressive melodic idea 
is evolved, which, through a mighty progression, leads to a 
chorale-like Grandioso in G-major. The development-like 
middle-part begins in a restrained and wistful mood, 


gradually rising to utmost brilliance and dazzling virtuosity. 
The attentive listener shall notice twice a stealthy fore- 
boding of the future B-minor Sonata's main theme. The 
fiery concluding part is a strongly shortened and modified 
recapitulation, reaching the victorious climax of an Allegro 
t r ion f ante in E-major. 

The well-known Variations on a Theme by Haydn 
were composed by Johannes Brahms (1833-1897) in 1873. 
The popular orchestral version (Op. 56A) and the version 
for two Pianos recorded here (Op. 56B) were written 
simultaneously, and are thus both ''original.'' Taking into 
account the tonal and technical requirements of both scor- 
ings, the music itself undergoes no change at all. It is 
known by now that the theme, with its fascinating asym- 
metric periodic structure, is not by Haydn. The old 
Austrian pilgrim song (Chorale St. Antoni) is to be found 
in a Divertimento for Winds, whose authorship is doubtful 
by modem research. Brahms has written a series of eight 
Variations, eight little gems of astounding and effective 
variety, followed by a Passacaglia-likc Finale upon a five- 
bar ostinato derived from the theme's beginning. This is 
the fitting climax of the whole work. 

Camille Saint-Sacns (1835-1921) also wrote the most 
famous of his four tone-poems, the Danse macabre (Op. 
40) of 1874, simultaneously for orchestra and for two 
Pianos. The composition, set as a great Waltz, closely 
follows every detail of Henri Cazalis’ poem with realistic 
minutiae. The fiddling Death (notice the diminished 
fifths!) draws the skeletons from their graves and leads 
their dance, which eventually rises to a wild Fugato. The 


cock announces the coming daybreak, dispelling the nightly 
vision. This is the first recording of the version for two 
Pianos. 

Emmanuel Chabrier (1841-1894) is mainly known 
through his rousing orchestral Rhapsody Espaha. One year 
later, during the summer of 1883, he composed the Trois 
Vaises romantiques, which arc to be reckoned amongst the 
most precious and effective pieces in the entire literature 
for Piano duet. They can best be described as three 
feminine portraits akin to the ones painted by impression- 
istic masters like Manet or Renoir, both of whom were 
friends of Chabrier, who owned a whole series of their 
masterworks at a time when they were still despised! The 
tonal fascination of these dashing and voluptuous Waltzes 
is as astounding as their harmonic boldness, which, espe- 
cially in the third one, clearly forecasts Debussy! Claude 
Rostand rightfully explains that they should be prepared 
with utmost care (they are very difficult!), only to be per- 
formed "as if extemporized with a cigar at the lips and a 
glass of brandy on the piano.” 

The Tarantella by Sergei Rachmaninoff (1873-1943) 
is a part from the second of his two Suites for two Pianos 
(Op. 17 in C-minor), written in 1901, at the same time as 
the illustrious Second Piano Concerto in the same key 
(Op. 18). The Russian master has written this whirling 
and frantic dance, using a well-known Neapolitan folk- 
song, and thus paying Russia's homage to the spirit of 
Italy, just as did his great predecessor Tchaikowsky. 

HARRY HALBREICH 


Timings: 

Side 1: 6:17 • 5:51 - 2:25 - <1:30 - 6:27 / 25:50 
Side 2: 12:45 - 17:21 / .30:12 


Stereo records may be played on modern mono equipment. 

It is advisable to wipe record with antistatic dust cloth before playing. 
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Side 1: (24:42) 

JOHANNES BRAHMS (1833- 1897) 

QUINTET in B Minor for CLARINET 
and STRING QUARTET, Op. 115 (32:16) 

1. Allegro (9:00) 

2. Adagio (10:40) 

3. Andanlino — Presto non assai, 
ma con sentimento (4:56) 


Side 2: (22:07) 

JOHANNES BRAHMS: QUINTET in B Minor for 
CLARINET (continued) 


4. Con moto (7:34) 


ROBERT SCHUMANN (1810- 1856) 

FOUR FAIR)' TALES (MAERCHENERZAEHLUNGEN) 
for CLARINET, VIOLA, and PIANO, Op. 132 (14:28) 


1. Allegretto (2:58) 

2. Vivace e ben marcato (3:14) 

3. Andante espressivo con tenerezza (3:53) 

4. Allegro marcato — Meno mosso (4:14) 


Jacques LANCELOT, Clarinet 


MUNICH STRING QUARTET 
Otto BUECHNER & Kurt Christian STIER, Violins 
Georg SCHMID, Viola Walter REICHARDT, Cello Magda RUSY, Piano 


Among virtuoso instrumentalists whose superb playing 
inspired master works, one of the first names to come to the 
minds of music lovers is that of Anton Stadler, the clarinet- 
ist friend of Mozart, the man to whom the composer dedi- 
cated a trio, a quintet, and a concerto — each among the finest 
creations of Mozart's brief period of maturity. A century 
later, the same happy results flowed from the meeting of 
Johannes Brahms and Richard Muehlfeld, first clarinetist 
of the orchestra of the Duke of Meiningen. At the time, the 
fifty-eight year old composer was not writing orchestral 
works and had not been doing so for four years; he was 
devoting himself instead to the more intimate delights of 
song-writing, piano music, and chamber works. In this re- 
spect, he showed despite all the differences of nationality 
and tradition, a parallel development with Gabriel Faure— 
a likeness that is not often noted. At the end of 1890, his 
Quintet in G for Strings (No. 2, Op. Ill) seemed to him 
to mark the end of his creative life. Then came the lucky 
meeting with Muehlfeld during a soj'ourn at Meiningen in 
March of 1891, and a new impetus was given to his inspira- 
tion. In the summer months that followed, while Brahms 
was vacationing, as was his habit from 1889 to the year of 
his death, at Bad-Ischl, a fashionable and rain-plagued spa, 
he put the finishing touches to Op. 114, the Clarinet Trio 
(with cello and piano) and then to Op. 115, the Clarinet 
Quintet (with strings)— both dedicated to his "primadonna" 
as he called him — Muehlfeld, whose fine portrait by Renoir 
gives us a notion of his appearance. Three years later 
saw the completion of two more clarinet works — the Op. 
120 sonatas. These were Brahms’ last chamber composi- 
tions— all, as had been pointed out, written for the clarinet. 

It is generally agreed that the Clarinet Quintet (Op. 115) 
overshadows all these last works, eclipsing all its companion 
pieces, rich and beautiful as these are. No one has ever 
doubted that it is a masterpiece, and it was one of the few 
scores by the Hamburg master that was hailed in France 
well in advance of the vogue for Brahms. It was played to 
a private audience for the first time at Meiningen on No- 
vember 2, 1891; its public premiere was made in Berlin on 
December 12 of the same year, both times with the clarinet 
part played by the illustrious artist for whom it had been 
written. This quintet has the quality of a wonderfully poetic 
autumnal elegy, or, according to Claude Rostand, it is "a 
portrayal of resignation, melodiously enveloped in tender- 
ness . As in his Symphony No. 3, each of the four move- 
ments comes to a hushed close. In addition to its remarkable 
unity of mood and sound, it has a thematic unity which 
is even more subtle and equally striking. In addition, when 
at the end of the last movement the opening theme re- 


appears to close the work, one feels it is not so much a 
memory from the past as an idea from which it is impossible 
to escape and that it has been present, implicit in the music, 
from its opening bars. 

Like Mozart before him and like Max Reger a quarter 
of a century later, in a final masterpiece which deserves 
equal fame, Brahms combined the clarinet closely and 
exquisitely with the strings and produced marvelous effects 
of chiaroscuro and finely shaded twilight nuances. It is only 
in the second movement, particularly in the middle section, 
that the clarinet emerges as a real solo instrument in a 
starring role such as it has in the very lovely Clarinet 
Quintet by Weber. 

The first movement (Allegro. B Minor, 6/8 time) is in 
sonata form with a rather brief development section; it 
contains the seeds of the themes which appear subsequently 
and are expanded in the course of the other movements. 
Four bars of introduction on the strings, especially the 
third, contain in themselves the basic thematic material of 
the section. Rising from way below by means of a climbing 
arpeggio, the clarinet takes over and extends the theme in 
the course of ten bars at the close of which viola and cello 
give it the definitive shape of a broad, mournful melody, 
proud and resigned at the same time. The bridge passage 
between the first and second subject is more vigorous, more 
strongly rhythmical, with firm accents deliberately inter- 
rupted with rests and a sudden modulation from B Minor 
to F Major. The second theme in D Major is sweet and 
touching with its relaxed and melodious counterpoint. The 
sweet-sounding exposition concludes in an atmosphere over- 
flowing with sweetness and tonal subtlety. The development 
section first takes up the opening theme in an impressive 
crescendo of increasing intensity, resulting in the return 
of the bridge material in D flat (poco sostenuto) as the 
center of gravity of this section in its mysterious solemnity. 
This combines next with the second theme up to a false 
reprise of the main theme shortly followed by the recapitu- 
lation which is compressed and rich in variations. The coda 
is impressive, based wholly on the first theme; with a violent 
but brief spurt of passion it falls away gradually to its 
withdrawn and mournful conclusion. 

The Aclagio which follows (B Major, 3/4 time) is in 
simple ternary form. It is a tremulous, agitated nocturne of 
unusual beauty as regards both its sound and expressive 
content, and it is more direct and personal than many other 
slow movements by Brahms. The strings are muted through- 
out, and the clarinet assumes a solo role. The opening 
melody, described by Claude Rostand as "a sweet and dreamy 
song of love", is given first to the clarinet and then to the 
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first violin with triplet quavers beneath the theme. Then, 
the two violins in combination with the clarinet present 
the very lovely second half of the melody. Suddenly, the 
key changes to B Minor, and the clarinet is heard in a long 
winding solo, almost a cadenza, which starts out with a 
vety clear reference to the quintet’s central theme. A pedal 
point introduces the wonderful middle section (Pitt lento, 
B Minor, 4/4) with fantastic, improvisatory' arabesques for 
the clarinet which assumes a rhapsodic gypsy-like character. 

The little work which rounds out this recording is cer- 
tainly one of Schumann's least known as well as one of his 
last compositions. In October 1853, the composer took a 
few days to put down on paper the four brief parts of this 
work which feature the instrumental combination of clarinet, 
viola, and piano — a combination as rare as it is delightful 
and one that Mozart used in his Trio in E Flat, K. 498 (the 
so-called "Skittles" Trio which is dedicated to Stadler). The 
work that immediately preceded this was his hastily finished 
Violin Concerto, Op. 131; the work that followed it by a 
few weeks in 1853 was his Gesaenge der Frttehe, Op. 133 — 
songs about a dawn which he was never to see, for by- 
February of 1854 he had sunk into the dark and unreal 
world of madness. Nevertheless, one looks in vain in these 
charming fairy- tales for some gruesome trace of his stand- 
ing on the threshold of horror. They are, on the contrary, 
like graceful and innocent flowers growing at the edge of 
a precipice; their location in no way detracts from the love- 
liness they display. Of course, Schumann was never happier 
and more relaxed than when he was working with a cycle 
of lyrical pieces. This little suite, therefore, follows in the 
line of his Phantasiestuecke for Piano, Violin, and Cello, 
Op. 88 and his Maerchenbilder, Op. 113 for Viola and 
Piano. So, here we have first an attractive and expressive 
Allegretto in B flat in duple time, then a lively piece in 
ternary form, strongly rhythmical. These are followed by 
a songful melody (G Minor, 2/4) — an Andante of great 
poetic beauty, almost folk-like in the simplicity of its melodic 
line; it is the climax of the whole cycle (G Major. 3/4). 
Finally comes a vigorous and virile Scherzo (with trio, re- 
peat, and coda) and with that typically Schumannesque 
marching rhythm to round it out on a note of triumph 
( B flat, 4/4). When the man who had once composed 
Manfred set this music on paper, working through several 
nights, with tireless urgency as if he had some forewarning 
of the approaching end, he had the satisfaction of knowing 
at least that the torch, falling from his failing hands, woulcl 
be hekl aloft by another — the blond young man, twenty- 
years old, who had journeyed from Hamburg to see him — 
Johannes Brahms. 

HARRY HALBREICH 
Translated from the French by Ellen A. Lebow 
Licensed by ERATO 
Library of Congress Catalog nos.: 
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Of the varieties of religious and aesthetic expression available to men 
there must be few indeed which can offer that remarkable complex 
of satisfactions— spiritual, intellectual and social— which attend the 
performances of the great concert oratorios. 

The reasons are fairly obvious but perhaps are not too frequently 
expressed. The first, it appears to me, would be the unique religious 
character which informs these works. That character is universality. 
No matter from what element of the Judaeo-Christian tradition they 
may stem in terms of text or liturgy— Hebrew, Catholic, Protestant or 
Humanist — they speak to all men. What calls to us is not that which 
differentiates men but that which identifies man, not that which divides 
but that which integrates. 

The second reason is the set of human circumstances under which 
most of the performances of these works take place. In the main, the 
works are symphonic in scale and demand the collaboration of large 
choral forces. There is reason now to hope for the development of a 
professional choral instrument in the United States, but that instru- 
ment could not— nor would it want to— destroy the student or adult 
volunteer choruses to whose love and concern these great oratorios 
have been so long entrusted. 

The Cleveland Orchestra Chorus is just such a chorus, made up of 
students, secretaries, teachers, doctors, engineers, mechanics— all races 
and national origins. In music they would be called amateurs. That’s 
not altogether bad. Amo, amare: to love. They sing for the “love” of it. 

For professionals and amateurs alike this is where those “satis- 
factions”— spiritual, intellectual and social— can enter. 

This also can make a difference in sound. 

— Robert Shaw 


Produced by Joseph Habig • Recording Engineer: Lewis Layton 


SIDE 1 

Handel 

Messiah HALLELUJAH CHORUS 
Brahms 

A German Requiem HOW LOVELY IS THY 
DWELLING PLACE 

Mozart 

Requiem LACRIMOSA 
Beethoven 

Missa Solemnis K.YRIE 

Sara Endich, soprano: Florence Kopleff, contralto: 

Jon Humphrey, tenor: Thomas Paul, bass 

SIDE 2 


nayun 

The Creation THE HEAVENS ARE TELLING 

Sara Endich, soprano ; Jon Humphrey, tenor: 

Thomas Paul, bass 

Mendelssohn 

Elijah HE WATCHING OVER ISRAEL 

Schubert 

Mass in G CREDO 
J. S. Bach 

St. Matthew Passion REST WELL 
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Dukas: The Sorcerer’s Apprentice • Saint-Saens: Omphale’s Spinning Wheel, Op. 31 • Ravel: Mother Goose Suite 
Boston Symphony Orchestra • Charles Munch, Conductor 


The three works here recorded have four things in 
common. They arc program music, they are French, 
they have fantasy and wit, and their subject matter is 
legendary; and all three were written by composers 
who were obviously not taking themselves too seriously 
at the moment. Number one of the trio is the work of 
Paul Dukas, who escapes being a forgotten man by 
virtue of one work, his symphonic poem, L' Apprenti 
Sorcier (The Sorcerer's Apprentice), which, when first 
played in 1897, was an instantaneous success, and made 
him world-famous. The piece is program music at its 
best. At no point does the composer sacrifice musical 
coherence for the sake of realism, yet he manages to 
tell his story with complete clarity. 

A weird passage of whole-tone chords introduces the 
sorcerer. He takes his departure, leaving his apprentice 
alone. The orchestra, with growing excitement, tells us 
that the apprentice, having overheard one of his mas- 
ter’s spells, is about to test it. There is a short pause, 
during which we can imagine the youth briefing a 
broom. Then the bassoons croak the broom theme as 
the implement sprouts arms and legs and goes to work 
carrying water from the well to a cistern. 

At last the vat is filled to overflowing; but when he 
tries to make the broom cease from its labors the horri- 
fied apprentice realizes that he does not know the spell 
that will order the broom to stop. In desperation he 
seizes an axe and splits the broom in two. But now 
there are two brooms carrying water. The flood rises 
higher and higher, when, just as the magician’s cave 
is about to be completely engulfed, he arrives and 
waves his wand— and the waters subside. One final 
grunt from the bassoons, and once more the eerie chords 
of the sorcerer announce that the apprentice has learned 
his lesson. 

Camille Saint-Saens played an important role in the 
development of the orchestral suite and the tone poem 
in France. One of his earlier works, and one of the 
earliest of its kind, is his Lc Rouet d'Otnphalc 


(Omphale's Spinning Wheel), which he composed in 
1871. It is based on Greek mythology, and while it 
tells no definite narrative, it does paint a picture. Here 
is its story: 

Hercules, becoming enamored of the daughter of 
King Erytus of Oechalia, demanded her hand in mar- 
riage, and was emphatically rebuffed. In reprisal, he 
picked a quarrel with Erytus’ son, and killed him. For 
this the gods sent him into exile for a year, as the 
slave of Queen Omphale of Lydia. There, dressed in 
women’s clothes, he served as a maid of all work, one 
of his chores being to operate the queen’s spinning 
wheel. 

It is this episode that inspired Saint-Saens’ music, 
although he was a bit coy about its being taken too 
literally. A note printed on the orchestral score an- 
nounces that “the subject of this symphonic poem is 
feminine seductiveness. . . . The wheel is merely a pre- 
text, chosen solely from the point of view of the rhythm 
and general attractiveness of the piece.” Pretext or not, 
the orchestra whirs convincingly. Later, in the basses, 
we hear the groans of Hercules bewailing his unhappy 
lot. Still later, a mocking oboe jeers at his vain struggles. 
Then— back to the old spinning wheel. 

There are two Mother's Goose (or is it Mother Gooses? 
or Mother Geese?). One is a small book of nonsense 
jingles written in 1719 by Mrs. Elisabeth Goose of 
Boston, Massachusetts, to entertain her grandchildren. 
The other is a collection of eighteen immortal fairy 
stories published by Charles Perrault about 1697 under 
the title of Contes de ma Mere VOye ( Tales of My 
Mother Goose ) . One need waste no time in pointing 
out from which source Maurice Ravel derived the in- 
spiration for his suite. It begins with a Pavane de la 
Belle au Bois Dormant (Pavan of the Sleeping Beauty). 
Brief as it is, it admirably establishes the make-believe 
mood of the music. 

Lost in the forest is Petit Poucet ( H op-o* -My -Thumb) 
and with him the other children. They complain, but 


are assured by Hop-o’-My-Thumb that they can find 
their way out by following the breadcrumbs that he 
has scattered on their trail. But alas, no breadcrumbs; 
only the shrill cries of the birds that have eaten them up. 

Next comes Laideronette, Imperatrice des Pagodes 
(a rough translation of Laideronette might be “Little 
Eyesore”). She lived in a palace in the woods with a 
green serpent as her only companion. The two set 
forth on a journey that took them to a magic island 
inhabited by pagodas, tiny creatures made of precious 
stones. The snake promptly turned into a handsome 
young prince, while his companion became a charm- 
ing princess. The pagodas serenaded the happy pair, 
playing on instruments as small as themselves. 

Now back from the Far East to a lonely castle, 
where we hear the Entretiens de la Belle et de la Bete 
(Beauty and the Beast Converse). The orchestra plays 
a mournful waltz theme, a sort of valse pathetique, as 
Beauty kneels by the bedside of the dying Beast. We 
hear his voice and hers. The music grows increasingly 
ardent— “No, dear Beast, you shall not die. You shall 
live to be my husband.” There is a sudden hush, broken 
only by a soft, upward sweep of the harp strings— a 
small miracle, telling us that the Beast is once again 
the gay young prince that he used to be. 

Now we have entered the Jardin Feerique (The Fairy- 
Garden). Hop-o'-My-Thumb is safely out of the forest; 
the Green Serpent and the Ugly One have resumed 
their proper forms; and Beauty and the Beast are 
castle-hunting, as an affectionate orchestra reminds us 
that all is for the best in this most impossible world. 

Notes by Deems Taylor 

© by Radio Corporation of America, 1959 

IMPORTANT NOTICE 

This is a "New Orthophonic" High Fidelity recording, designed tor the 
phonograph ot today or tomorrow. Played on your present machine, it 
gives you the finest quality ot reproduction. Played on a "Stereophonic” 
machine, it gives even more brilliant true-to-life fidelity. You can buy 
today, without fear of obsolescence in the future. 

LM-2292 


Printed In U. S. A. 
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STRING QUARTET IN A MAJOR, K. 464 

Allegro 

Menuetto 

Andante 

Allegro non troppo 

STRING QUARTET IN C MAJOR, K. 465 

Adagio— Allegro 
Andante cantabile 
Menuetto (Allegretto) 

Allegro molto 
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BARCHET QUARTET 

REINHOLD BARCHET, VIOLIN 
WILL BEH, VIOLIN 
HERMANN HIRSCHFELDER, VIOLA 
HELMUT REIMANN, CELLO 


The String Quartet in A Major and the Quartet in C Major arc 
two of the celebrated • Haydn" series of six quartets completed by 
Mozart in 1785 and dedicated to his friend, Joseph Haydn. Classi- 
fied as Opus X, they include the Quartets K. 387. 421, 428, 458 and 
the two heard on this recording, K. 464 and 465. The beauty of 
these six chamber ensemble compositions has moved critic B. H. 
Haggin to say that "you will hear in no other quartets the ear- 
ravishing use of the medium that you hear in the famous six . . . 
Nor do they merely delight the ear: their expressive content, as 
always, touches the heart." And Homer Ulrich has called them "the 
finest examples of Mozart’s genius." 

Influenced by the "new and particular” art of Haydn's Russian 
Quartets, Mozart achieved in this series an important landmark in 
his own artistic development and also in the history of European 
music. Here, Mozart, with that perfection which we now call 
Mozartian classicism, reconciles the traditions of the preceding 
epoch with the new sensibility of his own times. This fusion of the 
strict, learned manner, the contrapuntal idiom of Bach, with the 
melodious, tender, "gallant" style of his contemporaries was to be 
the essential contribution of the later Mozart. 

“We are in the hands of a great guide, seeing through his eyes 
the components of human emotion.” says Ulrich. "Mozart in an 
impersonal way shows us what exists, reflects upon it with us, and 
returns us. moved but unimpaired, to our own worlds. That is the 
essence of Classical music." 

In these six quartets, the part of each of the four instruments is 
equally inspired by the thematic idea, be it a conspicuous melodic 
turn, a characteristic melodic configuration or some striking rhyth- 
mic element. It is well known that Mozart was striving in these 
works to emulate Haydn’s principles of thematic organization and 
his emancipated instrumental part writing. Indeed, the use of the 
term "symphonic" would be fully justified for the first time in con- 
nection with the music of the six quartets, and especially of the 
last three. 

These last three, the Quartets in A Major and C Major along with 
K. 458 in B-flat Major, were first performed during an extraordinary 
musical evening in Vienna in February of 1785. Leopold Mozart, 
father of the composer, was there, and when the playing was fin- 
ished, Leopold had the joy of being told by Haydn, "Before God 
and as an honest man I tell you that your son is the greatest com- 
poser known to me either in person or by name.” 

Later in 1785, Mozart sent the three quartets that had been 
played that night, along with the three other quartets completed 


earlier, to Haydn with a letter of dedication. In this message. 
Mozart said of his new compositions, “They are, indeed, the fruit 
of a long and laborious study: but the hope which many friends 
have given me that this toil will be in some degree rewarded, en- 
courages and flatters me with the thought that these children may 
one day prove a source of consolation to me.” 

Quartet in A Major (K. 464) 

The String Quartet in A, K. 464, described as "a masterpiece of 
intimate chamber music” in W. W. Cobbctt's Cyclopedia, seems to 
possess a spontaneous melodic fluency. This effect comes as a result, 
perhaps, of the smooth articulation of the opening theme and the 
quiet happiness of the interweaving parts re-echoing the theme. 
The first movement is conceived in a sonata form of closely knit 
thematic content. The melodic shapes of the first theme and the 
second subject are similar, and almost the entire exposition is built 
upon the motifs proposed by the opening sentence. Here, the 
"learned” manner is very evident in the multiple imitations, the 
counterpoint of complementary rhythms, and the purposeful design 
of harmonic progression. 

Contrapuntal treatment is again in evidence in the Menuetto in 
A major, while the Trio in E major contains some figurative decora- 
tion in the middle section although it is melodic-harmonic in 
character. The third movement is a set of variations on a theme in 
D major, which displays Mozart's genius for presenting a melody 
from a number of different yet always convincing aspects; and the 
Finale is in a combined sonata-rondo form. 


Quartet in C Major (K. 465) “Dissonant” 

The String Quartet in C, K. 465, was called “The Dissonant" by 
a posterity apparently long incapable of appreciating Mozart's 
prophetic glimpse into the harmonic world of the future. Edward 
Sackville-West says that passages of this quartet “show, in essence, 
an aspect of the composer which more than any other is his own; 
they embody a tremulous sense of the mystery of beauty.” 

A famous discordant introduction opens the first movement, 
Allegro, which is in sonata form. The particular instrumental lay- 
out of the Allegro’s first subject shows Mozart's uncommon sensi- 
bility for colors and shades, while the first subsidiary theme is 


characterized by semiquaver passages and the second subsidiary 
theme is a more deliberate one, both rhythmically and dynamically. 
The concluding bars of this movement, with their harmonic and 
melodic magic, provide an unforgettable experience for the sensitive 
listener. 

The slow movement is a short sonata form in which the develop- 
ment section is omitted. Notable features of this movement are the 
balance of phrasing, the harmonic scheme and the distribution of 
significant melodic turns in the first subject. The third movement, 
Menuetto, has a very marked rhythmic profile, and the Trio appears 
in effective contrast, in minor mode. A Finale in sonata form ends 
this last quartet of the Haydn scries, a quartet that Cobbctt says 
"provides a buoyant, vigorous ending to the whole series.” 

THE ARTISTS 

The members of the renowned Barchet Quartet heard on this 
recording are: the late Reinhold Barchet, first violin; Will Beh, 
second violin: Hermann Hirschfelder. viola, and Helmut Rcimann, 
cello. The Quartet was founded after the Second World War by 
Barchet, a native of Stuttgart and concertmaster of the Stuttgart 
Chamber Orchestra from 1946 to 1952. Famous throughout Europe 
in recent years, the gifted ensemble's reputation was first established 
during a scries of radio appearances and concert tours of Germany. 

REVIEWS 

"These ate beautiful, warm playings of the quartets, finely bal- 
anced,” said Musical America when this recording was originally 
released here. "The Barchet Quartet impresses as a refined and 
experienced group: their playing has those highly developed turns 
of ensemble, and the musical insights, that indicate mature musical- 
ly." Other reviewers were equally enthusiastic about the Barchet 
Quartet's performance: "Two of Mozart's loveliest quartets are 
given a distinguished performance by the Barchet Quartet. The 
steady, resonant tone of the first violin and the sure singing of 
the cello are excellent: and the group achieves an impressive col- 
lective unity and balance. Both quartets are played with conviction, 
accuracy and sensibility" (Review of Recorded Music). "Expert 
readings of these highly tasteful and thoroughly enjoyable Haydn* 
quartets” (Post Exchange). "The reproduction of [K. 465] is large- 
scalcd but serene and pleasant, while that of the A major is in- 
fluenced . . . into an occasional likeness of ethereal soaring, unusual 
but not disappealing" (High Fidelity). 


Also Available in This Series 

Bach: Partita No. Ill in E Major for Unaccompanied Violin and Partita No. II in 
0 Minor for Unaccompanied Violin, Gimpel. 

Bartok: Violin Concerto, Gitlis, Pro Musica Orch., Vienna (Horensteln), and Sonata 
for Unaccompanied Violin, Gitlis. 

Geminlani: Six Concert! Grossl, Op. 3, Eisner, Barchet Quartet, Pro Musica String 
Orch., Stuttgart (Reinhardt). 

Mozart: String Quartet in A Major, K. 464, and String Quartet In C Major, K. 465, 
Barchet Quartet. 

Mozart: String Quartet in G Major, K. 80, String Quartet In D Major, K. 155, String 
Quartet in G Major, K. 156, and String Quartet In C Maior, K. 157, Barchet 
Quartet. 

Mozart: Serenade it 9 In D Major, "Posthorn,” K. 320, and Serenade #6 In D 
Major, "Serenata Notturna,” K. 239, Pro Musica Orch. of Stuttgart (van 
Remoortel). 

© 1962 by Hayward Recordings Inc., 180 Varick St., New York 14, N. Y. 


Mozart: Divertimento in E Flat Major for String Trio, K. 563, and Adagio 8. Fugue 
in F Minor for String Trio, K. 404a, Kehr Trio. 

Schubert: Quintet In A Major, Op. 114, "Trout," WUhrer, Barchet Quartet, and 
Nocturne in E Flat Major, Op. 148, WUhrer, Barchet, Reimann. 

Schubert: Sonata In C Minor, and Sonata in B Major, Op. 147, WUhrer, piano. 

Schumann: Trio No. 1 in D Minor, Op. 63, and Trio No. 3 In G Minor, Op. 110, Trio 
di Bolzano. 

Schumann: Krelslerlana, Op. 16, and Fantasia In C Major, Op. 17, Perlemuter, 
piano. 

Stravinsky: Violin Concerto In 0 Major, Gitlis, Concerts Colonne Orch. (Byrns); Duo 
Concertant, Gitlis, Zelka; and Jeu do Cartes, Bamberg Symphony 
(Hollrelser). 

Telemann: 12 Fantasias for Harpsichord (first twelve), Eisner. 


$2.00 per record 

In United States of America. 


Each record is a 12 inch 33V*j RPM quality recording. Available through your dealer 
or directly through Dover Publications, Inc., Dept. HCR, 180 Varick Street, New 
York 14, N. Y. at $2.00 per record, excise tax included. When ordering from Dover 
Publications, please add 10C per record to cover transportation. Send for Free 
Catalog. 

A QUALITY RECORD 

Highest production standards and quality control! We have spared no expense to 
bring to you the best record possible; when you buy a Dover record you are 
buying a record technically equal to anything on the market. Our records are 
pressed upon pure vinyl disks, so that they give maximum sound reproduction, 
scratch less easily, and wear longer than most other records. We have taken 
pains to obtain clean cuttings, so that there is as little surface noise or inter- 
groove echo as possible. With reasonable care this record should last Indefinitely. 
We recommend a diamond needle with a .001 radius, upon a pickup ranging 
between 7 and 10 grams. Check your needle periodically under a microscope; most 
record stores have facilities for this. Or replace your needle within the playing- 
life recommended for It. Keep the surfaces of your record dust-free and remember 
that any record can be damaged by scratching. 

This is a monaural (all-purpose) recording; it may be used with complete satis- 
faction on either monaural or stereo equipment. 
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Richard Strauss EIN HELDENLEBEN (A Hero’s Life) 
Boston Symphony Orchestra • Erich Leinsdorf. Music Director 
Joseph Silverstein, Violin solo • James Stagliano. Horn solo 

Produced by Richard Mohr • Recording Engineer: Lewis Layton 


Mono LM-2641 
Stereo LSC-2641 


This is 



Dyn a groove records are the product 
of RCA Victor’s newly developed 
system ot recording which provides 
a spectacular improvement in the 
sound quality. 

CHARACTERISTICS : 

1. Brilliance and clarity — the 
original round in startling defi- 
nition 

2. Realistic presence — sound 
projected in “photographic” per- 
spective 

3. Full-bodied tone — even when 
yon listen at low level 

4. Surface noise virtually 
eliminated! 

5. Inner-groove distortion vir- 
tually eliminated ! 

To solve these old and obstinate 
problems in disc recording, highly 
ingenious computers — “electronic 
brains” — have been introduced to 
audio for the first time. These re- 
markable new electronic devices and 
processes grew out of an intense 
research program which produced 
notable advances in virtually every 
step of the recording science. 

The final test of any record is in the 
listening — compare the sound of 
Dynagroove recordings! 



monument 

of 

sonic 

splendor.” 

As accomplice to all the wiles of audio engi- 
neering, Richard Strauss is peerless among 
composers. Every measure of his scores pro- 
claims sensuous delight in the tonal richness 
that only he knew how to draw from an 
orchestra. Ein Heldenleben in particular 
stands as a monument of sonic splendor. 

As a showpiece of massive orchestration, 
Ein Heldenleben has been traditionally 
singled out as a merciless challenge to the 
recording art. Back in 1928. shortly after the 
invention of electrical recording, RCA Victor 
tackled Ein Heldenleben as the most reveal- 
ing test of the new process. The result was 
the now-historic recording under the baton 
of Willem Mengelberg (to whom the score 
is dedicated) — marking the first time that 
orchestral forces of such magnitude had ever 
been addressed to the primitive microphones 
of that era. 

Now, a generation later, Ein Heldenleben 
again serves as touchstone for a new phono- 
graphic technique — the RCA Victor Dyna- 
groove system. 

— Hans H. Fantxl 



Program Notes Enclosed 


DYNAGROOVF. RECORDINGS ARE MASTERED ON RCA MAGNETIC TAPE. 
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PACHECO y su CHARANGA Volume III 

\bccds by Elliot Romero &Rudy 

QUESUENEIj\FLAUTA 


ALEGRE L PS -9 9. 082 
COMPATIBLE STEREO 
SERIES 0698 


SIDE A 


SIDE B 


QUE SUENE l.A FLAUTA 
PITA CAMION 
EL PINAZO 
MENTIRAS CRIOLLAS 
VUELA LA PALOMA 


ACUYUYE 
ROSALIA 
A CABALLO 
CACHITA 
ALTO SONGO 


Johnny Pacheco is securely famous in his own lifetime, something which rarely 
happens to a man, especially in music. His taste for what is correct, coupled with a 
sense of articulate and reflect ive attitude in his flute playing, has assured him a role in 
"La Musica Latina" as one of its strongest forces and ally. 

After playing &/or recording with Tito Puente, Stan Kenton, Perez Prado and 
Xavier Cugat, Pacheco joined forces with Charlie Palmieri. Together they formed the 
most original and popular charanga in New York. With Charlie stressing melody and 
harmony and Johnny’s deep commitment to rhythm, these two became responsible 
for opening up and developing the prototype for all charanga bands alter 1959 in 
N.Y.C. Deciding to further expand his ideas, Pacheco recorded in 1960, as a leader lor 
the first time, his famous "Pacheco y su Charanga Volume one The tunes “Oveme 
Mulata" and "El Guiro De Macorina" were the hits that established Pacheco’s fame. 
He played his pachangas, son montunos, danzones and descargas at New York’s most 
well known places. Pacheco was charanga in the early sixties. Many hundreds 
jammed hotels, clubs and the Palladium to see his charanga burn far into the night. 

A deep dark Cuban swing was always present in Johnny's band. His tills on wooden 
flute (without keys), his drive & his constant energy made the dancers, at the night 
spots and the parties where his records were played, know that here was 
indeed a master musician who's importance was unquestioned. 

His sense of time and space is the heart and soul of these recordings. Knowing that a 
phrase left out is as important as two put in, Pacheco truly picks his spots. His solos 
are well constructed and his phrasing is reminiscent ot Richard Egiies and Jose 
Fajardo. Of course everyone has his influences in terms of mentors but Pacheco was 
then, as he is now, his own man. 

Recorded in 1962 this LP is being reissued in the midst of a charanga explosion 
happening as an alternative to the mainstream salsa scene. As one notices the relaxed 
mood of the tunes on this album one can see the striking difference to todays charanga 
bands who insist on speeding up the rhythm or jumping the clave. With David Perez 
on bass, Manny Oquendo and Johnny Palorno on percussion, “Chombo Silva on 
first violin, and Rudy Calzado and Elliot Romero on lead and coro, Pacheco’s tunes 
smolder yet retain their musical beauty in terms of melodic concept. 

When listening to the Pacheco of the '60’s keep in mind that many years can and 
usually do dull the shine of a thing once golden. However in this case, fear not, for 
Pacheco is very much today as well as a big part of yesterday. 

Andy Kaufman 


CREDITS 

Illustration, Art & Design: Pam Lessero 
Mastering: Frankford Wayne, N.Y.C. 
Co-ordinator: Terry Borges 
Produced By: A1 Santiago 
Executive Producer: Jerry Masucci 


ALSO AVAILABLE ON STEREO S TRACK CARTRIDGES Si CASSETTES 
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LA MIRABAL 

Arreglos y Direccion 

JTJUO GUTIERREZ 


LADO A 

1. GRACIAS ATI 2:19 

2. LA GRAN CIUDAD 2:45 

3. TU DESTINO 2:36 

4. YO REZO POR T1 (l Say a Little Prayer). . .2:48 

5. VIVA FELIZ (Live for Life) 2:16 

6. RUEGO A SANTA BARBARA 3:12 


LADO B 

1. EL ROSARIO DE MI MADRE 2:15 

2. EL ERA MI AMIGO 3:13 

3. AMO 3:15 

4. ENSEflAME A 0LV1DAR 2:10 

5. EL AMOR HA LLEGADO 2:25 

6. DUBEQUE DUBLIN 2:25 


Debido a la enorme acogida con que el publico recibio el primer Long Playing de Gloria Mirabal. 
“GEMA” lanza ill niercado el segundo Voluinen de esta fabulosa artista, donde GLORIA se supera 
en cada una de sus anteriores interpretaciones. En todos los lugares donde ella se presenta el 
exito la sigue de inmediato. Su popularidad aunienta dfa a dfa y en los ambitos artisticos se habla 
de ella como la mas completa baladista de estos niomentos. 

Son ustedes el publico los que ya no se conforman con escucharla y adniirarla sino que la consideran 
como algo propio y al nombrarla lo hacen solo con dos palabras: “LA MIRABAL” (calificativo con 
que solo se identifican a los elegidos) en eso GEMA esta tambien de acuerdo y afirma con admiracion: 
;“Esta es LA MIRABAL”! 



JULIO GUTIERREZ Y GLORIA MIRABAL DURANTE LOS ENSAYOS EN LA PREPA R ACION DE ESTE LONG PLAYING. 
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GEMA RECORDS CORP. - 693 TENTH AVENUE, NEW YORK, N.Y 10036 - Tel: JU 2 • 4943 
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elongated or 
yileatus capped 
pile driver lA 
pMe*ous (pl^l§-as) <adj. 
piles (pflz) n.pl. Hemorrh 

pMe«uri (pi'ls-am, piFs-) n.. vl. v * 1V 

top of t \e head of b ; ~d, from tne bas^ of the bi l to the ha pe 
and above the eyes. < ;L, var. of pileus felt ;ap] vvr- 
pi*le*us (pink os, pU *-) n. pi. W-i (-1S-I) The um- 

brella-shaped portion of i mushroom. [< L, t It cap] 

(pivfor) v.t. <£ v i. To steal in small q lantities. f 
# OF ?elfrer to rob] ~npil"er-er n. 

(pilgrim) fBrl. One who journeys to some sac 
motives. *2. Any wanderer or ^ayfai 
< per- through + ager , agri land] 
gra-mij) n. 1 . A journey madl to a sh 


pili- pill (peel lee~peei 

African hot sauce. 2. A 
pepper.that hen place 


2. inv long or arduous jour 


f/ling) n. 


n. I. Swahili word for 

- \ Green ox ' wfl 

in ones moutM^ecomes.. 


pil ing (piling] 


1 • Piles coll* 


r «, ^-1. leptively. 2, A str icture 

formed of piles. 3. The act or Drocess of driving pil< s. 
pill (pil) n. 1. A pellet or globule containing mec : ine, con- 
ement for swallowing whole. 2 A disagreeable iec e gity. 
Slang A person difficult to be^^ivrth; borer 4 .£Tang 
A ball or disk, as a baseball f>r goL ball. — ■ - f 

into pills. 2. To dose with pills. [< L pila ball] 
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Sterling Bailey 

In one word “Living" 


Sterling was born and raised in Port Jefferson, Long Island. N Y. Sterling came to Jacksonville in November 
of 1984, to help promote the first African Beer "Ngoma". I first met ‘‘Sterl" in 1977 when he was playing with 
his band "Full Hand". Everyone from New York City to the Hamptons, knew this band for bringing Reggae to the 
club scene on the island. Sterling was into the movement in Jamaica in the late 60’s and early 70's and knew 
of "Rasta" before it came to the states through the media. 

Sterling captured this feeling and mixed Jazz and Rock to form a new feeling. His writing and arrangements > 

on his songs scare me sometimes. "Black & White" and "Special”, are just two songs whose words are today, 
he has sparked the truth about racism. 'To Be New Wave" simply expresses "no", towards an attitude of 
computerization of people, the clothes one must wear to be "in" and how this all takes away from our individuality 
and our freedom as human beings. 

I could go on and on but you decide for yourself. These songs make Sterling Bailey the next musical force to 
reckon with. His time has come, the music to be listened to, discussed and his ideas to be felt. 


Scott Homan 

In a word “ Haunting ” 

Scott hails from Pennsylvania, and came to Jacksonville three years 
ago with a country western band. 

He is not a conversationalist and many fans would remark that he 
never talks but when "Skanking Scott” as the band calls him, breaks 
from rhythm into his solos, everyone listens. Scott is always Mr. 
Business whether rehearsing, playing or in the studio. I never had to 
psych him to perform for when this man plugs in, his style of music 
seems to touch everyone in the room. My guess is that Scott will be 
touching many fans for years to come. 


Earl C. Harris 

In a word, “ Feelings " 

Earl ‘The Tree", as everyone loves to call him, hails from East St. 
Louis, Kayanita, Arizona, and has lived in Jacksonville for seven years. 
Earl had played as a jazz drummer for twenty years and started to play 
the congas when his African heritage started to build up inside him 
after playing with Katherine Dunham's “Dini Safara". Earl became one 
of the building blocks for this group in the beginning and has been 
its foundation ever since. 

Earl being a big man 67” and growing, has always been accused 
of not hitting the drums hard enough. He once remarked to me if you 
want I'll beat them with a stick for primative sounds but I'd rather set 
the mood and have the drums sing. 

When "Big Daddy Earl " walks on stage, the first man who made the 
drum must be smiling because Earl's drums sing back a message to 
him every time he plays. Da Chici, Baby! 


SIDE ONE 


General / j.» 


Ed Whitt 

In a word “Movement" 

Ed was born in New Jersey but was raised and has lived in 
Jacksonville, Florida. 

Ed first started to express himself musically in church choirs. To 
this date Ed sings a song matching each note with an expressed 
feeling. His roots with the bass stems from his love of soul and early 


Life And Death / •,» 
Give Me Lovin' 
On The Top / 
George Lindo / <.•« 

SIDE TWO 


Kenny Nasta 

In a word “ Driving " 

Kenny was born and raised in New York and has been in Jacksonville 
for 10 years. 

In the summer of '85, the group was going through growing pains 
as a band and a new drummer would be coming on line. My whole 
concern was how the band would change and how personally it would 




funk. 

What makes Ed happen is his stage presence and how he "moves" 
to the music. 

Early in the band's life, Ed was dubbed the "Beachmaster" for his 
action on stage and on the beach. He was always the person who tried 
to keep the group together and for this I will always be thankful. 


To Be New Wave You Must Be 
Brave / 

Bad Girl / i.-n 
Black & White / « 
Beach Boulevard / ?,n 
Special / <.■/« 


mix. 

'The drums are my life and all I want to do is play", is what he said 
to me after his audition and for over a year now Kenny plays with such 
intensity that I always wonder if he will keel over. He made life very 
easy for me and added a new drive to the band. He has always been 
Mr. Perfection, whether listening to music he recorded in the studio 
or creating his special sound in concerts. When Kenny gets behind 
his drums he puts the pedal to the floor, kicks in overdrive and never 
looks back. 


Special Thanks... 

ERIC MOORE, who played keyboards on "Lite & Death", "Give Me Lovin ' On The Top", and whose been just a real good friend • SHARON 
WALDEN, whose olhce door has always been open when we needed help with all our artistic needs • ROBERT EXON and JOHN THOMAS, 
lor all the placing of mics and a sincere thanks to Robert for his mix on the " General " • Special thank to ADE WOLE and KARIM • SHARON 
and TERRI, for helping us in the beginning at "27 Lady fisher" • RICK GRANT, for putting In print very early w hat we knew all along • 
All our loyal followers who went from Bananas to Cate Yogurt to Casa's to Brewmasters to Tropico to Applejacks, back to Casa's, etc 
etc • POPEYE'S CHICKEN tor all the good food every night . tor three months • JOHN CAL VIN, who kept everything honest up front 
and just a nice guy to work with • WOODIE COCKRUM, who brought new life to Sage, a lot of wild ideas to each meeting and boy. could 
he edltl • KENNY NASTA for lending his knowledge of mixing and recording the drums and demanding his mix • Thanks to all our Rasta 
brothers and sisters whose music and words brought awareness to who we are and what we have to do to survive now 1 • And a big 
"THANK YOU", to the people of Jacksonville, for with the acceptance of the band it proved that it is becoming the ", Bold New City of 
the South", and not afraid to say it. 


Credits 

Photographs by TED WHITE STUDIOS • Album design by LITTLE BILUNGS • Recorded and mixed at SAGE STUDIOS, Jacksonville. FL 
• Recording engineered by ROBERT EXON, JOHN THOMAS and JOHN CALVIN • Mixing engineers JOHN CALVIN, WOODIL COCKRUM 
BILL FADELEY and STERLING BAILEY • Produced by BILL FADELEY • Associate Producor WM FRISCH • All music published by DAN I A- 
RENE except " General " and "GEORGE LINDO" 








BARBERSHOP 
RECORD ALBUMS 


Side 1 

International Champions — Dallas Vocal Majority 

How Could You Believe Me - It's A Sin To Tell A Lie (Medley) 
For The Sake of Auld Lang Syne 
Second Place — Alexandria Harmonizers 
I've Found My Sweetheart Sally 
Margie; No. No, Nora: My Blushing Rosie (Medley) 

Third Place — Minneapolis Commodores 
Midnight Rose 
Meet Me In Rosetime Rosie 


Side 2 

Fourth Place — Phoenicians 

’Cross the Mason-Dixon Line 
Loading Up The Mandy Lee 
Fifth Place — Southern Gateway 
If You Had All The World And It's Gold 
All Aboard For Dixie Land 
Sixth Place — Arlingtones 
When Lindy Comes Home 


1979 International 
Chorus Competition 


Side 3 

Seventh Place — Denver Mile Hi Chorus 

Mandy and Me 

Eighth Place — Heart of America Chorus 

Ring Out The Bells In Dixieland 

Ninth Place — Alabama Jubilee 

Old Fashioned Girl 

Tenth Place — Speed Capitol Chorus 

Ride The Railroad Tonight 

Eleventh Place — The Coastmen 

If All My Dreams Were Made of Gold 


Side 4 

Twelfth Place — Wonderland Chorus 

It's Opening Night On Broadway 

Thirteenth Place — East York Barbershoppers 
On The Old Dominion Line 
Fourteenth Place — Racing City Chorus 
Open Up The Golden Gates To Dixieland 
Fifteenth Place — Rose City Close Harmony Music Men 
Every Street’s A Boulevard (in Old New York) 
Sixteenth Place — Southerntiersmen 
You Ain't Heard Nothing Yet 
Finale — Keep The Whole World Singing 





cDoffie er 




THE SAVANNAH COMMUNITY CHOIR 


COME TO ME / 
SATISFACTION GUARANTEED 





1. COME TO ME 
SATISFACTION GUARANTEED 
3. PATIENCE 
4. I THANK YOU LORD 


SIDE TWO 


1. LORD YOU'VE BEEN GOOD 

2. CAN'T STAY AWAY FROM YOU 



3. WHAT A FRIEND 

4. IT'S RUNNING TIME 
SINNER (Get Your House In Order) 


PRODUCED BY: SHANNON B WILLIAMS 
Choir Director: E. Larry McDuffla 
Vocal*: Th* Savannah Community Choir 
Plano: Clarence Williams 
Plano: Ruby Jenkins 
Plano: R*v. Allan Wright 
Drums: Tomy Stokaa 
Bass: Rufus Bryant. Ir. 
Other Keyboards: S B W Friends 
Photography Courtesy of Th* Choir 
Album Design: Superior Printing 
Recording: Sam's Tap* Truck. Atlanta 
Remix: Pete's Place. Nashville, 
Remix Engineer: Al Pachuccl 
Mastering: Jim Maxwell, Record Makers 


Recorded Live at Connors Temple 
Baptist Church. Savannah. Ga. 


1982 HSE Of America Inc 


WARNING All Rights Reserved Unauthorized 
duplication is a violation of applicable laws 



MANUFACTURED AND DISTRIBUTED BY MCA D 


BLACK LABEL RECORDS 
A Division Of H S E Of America. Inc 
113 17th Avenue South 
Nashville. Tennessee 37203 
Telephone (615) 256 1604 
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I COBP UNIVERSAL PLAZA. UNIVERSAL CITY. CALIFORNIA 91608 
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BEAT BOX 

Tel. 32(0)16.56 76 66 

Fax. 32(0)16 56.76 70 







RD-5329-A 

. by: King Jam my s 
. Johnny Wonder 
(212)581-6384 




Distributed By 
VP. RECORDS BIST. 
89-05 138 STREET. 
JAMAICA, N,Y. 11 435. 
gl 8) 291-7058 

W. HOLLYWOOD, 
a. 33023. 

(305) 966-4744 


5464 - 55329 - 


GAL DEM BAWLINQ 

(P. Jackson) 

GALAXY P. 


A " lights Reserve 6 




(;)(P)19D4 


89-05 138 STREET. 
JAMAICA, N.Y. 11435. 
j718) 291-7058 

Vp. OF FLORIDA. 

5893 S.W.21«tSTREET. 
W. HOLLYWOOD. 
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PRIME LP - 1011 ©® 1991 


LADO A 

El Negro del Swing 
La Manana 
La Testaruda 
Muj er Tan Buena 


Kenton 




PRIME LP - 1011 ©® 1991 




fiZEZPfiiEJ) 


GBgS&fg®) 


Interscope 89 bpm 


AVENUE - OAKLA/Vo 


iMIX x 

FACTOR 


GEjzai&ZCS 


”KARMA,(5:49) 




!KARMAU£27)1 
courtesyjif’JRecords 89 bpm 


BXjj2(EE$ 

Gm2@Ed 


^SSIONAL DJ USE 


OX^ 


Side A 

•vr 05 


tmf-056a 



Avenue - oahla n 


MOTOR 


XTURNIN ME&N'^ (5:29) 
courtesy!of!iJmvelsal 120 bpm 


January:: 05 

tmf-056b 




^NUMB ^ENCORE ’ j . (4:21) ^ 

court^ofi Pef Jam & Warner Bros 107 bpm 


;V-T. 



v iU « i i i i> . V5s; f/vu n u 




Gam a©3> 


^\/ENUE - OAKlj^^ 


FACTOR 


GwenStefani 


CWHATiYOUiWAITIN G FORT (6:05) 
(Dance ivtix toitju 


i nuary::05 

tmf056c 


XWHATtYOJU WAITIN G FOR?" (3:30) 
(Edit^OnginalJWx) 

Tourtesyfof, Interscope 138 bpm 



AVENUE - OAKJL/Vty 


FACTOR 


Various y Artists 


REGGAETON MEDLEY MIX " (7;50) 


tmf-056d 


* NAJ N A J NA 'NA 'm (5 : 32) 
SflSrtSff ofUnlversal 90 lipm 
iMfin 1 1 ' iWBMj 


g£fcSS<ONAL DJ USE 



THE VOSGES GF JORDAN 


MG-3011 


1. MARY, MARTHA AND LAZARUS 

2. HE'S GOOD TO ME 

3. ROCK THE CRADLE 

A. EVERYTH1NGS ALL RIGHT 
5. EVENING SHADES 


MG-301I-A 






MG-3011 


MG-3011-B 


1. TALK TO JESUS 

2. SHAKE MOTHERS HAND 

3. A CHILD CRYING TO FATHER 

4. TRUST IN GOD 

5 . A CHRISTIANS TESTIMONY 



MARY McCASLIN 
“Way Quit West” 


SIDE A 

(“Waiting”) 



PH-1011 

(44946) 


1. MUSIC STRINGS/OH HOLLYWOOD 
(McCaslin-Bob Simpson) 

2. WAITING 3:34 
(John Edlund-Maury Manceau) 

3. LET IT BE ME 3:00 
(Becaud-Delano) 

4. LIVING WITHOUT YOU 2:01 
(Randy Newman) 

5. WAY OUT WEST 4:14 
(Mary McCaslin) 


4:14 


MARY McCASLIN 
“Way Out West” 



SIDE B 

(“Down The Road”) 


PH-1011 


(44946) 


1. DOWN THE ROAD 2:25 
(Mary McCaslin) 

2. SAN BERNADINO WALTZ 2:21 
(Mary McCaslin) 

3. CIRCLE OF FRIENDS 4:39 
(Mary McCaslin) 

4. BALLAD OF A WANTED MAN 2:57 
(Mary McCaslin) 

5. NORTHFIELD 2:45 
(Mary McCaslin) 

6. YOUNG WESTLEY 5:09 
0 fMarv McCaslin* 
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ONE BAD HABIT/MICHAEL FRANKS 

PRODUCED BY TOMMY LIPUMA AND ANDRE FISCHER 
Recorded & Mixed by Al Schmitt 


& 


BSK 3427 
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1. BASEBALL • 3:50 
2. INSIDE YOU • 4:1 1 

3. ALL DRESSED UP WITH NOWHERE TO GO • 3:47 

4. LOTUS BLOSSOM • 4:1 5 

(Don Grolnick/Michael Franks) Carmine Street/Warner- 
Tamerlane Pub. Corp. /Mississippi Mud Music Co.-BMI 

5. ON MY WAY HOME TO YOU • 4:52 

All Songs Composed by Michael Franks except as 
indicated. All Songs Published by Warner-Tamerlane 
Pub. Corp./Mississippi Mud Music Co.-BMI 
except as indicated. 
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BSK 3427 


CP 


1. ONE BAD HABIT • 4:06 

2. LOVING YOU MORE AND MORE • 3:44 

3. STILL LIFE • 4:1 2 

4. HE TELLS HIMSELF HE’S HAPPY • 5:1 1 

All Songs Composed by Michael Franks 
All Songs Published by Warner-Tamerlane Pub. 
Corp. /Mississippi Mud Music Co.-BMI 
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SIDE 



I.PS 1 024 


I. Fill Me Now 

2. Don't Take My Cross 

3. Jesus Is Coming Soon 

4. Sweet, Sweet, Spirit 

5. The Lord's Prayer 


SIDE 



RECORDINGS 

featuring 

THE ENVOYS 



I. Lost, Searching, Found 

2. He Looked Beyond My Fault 

3. Lite Is Worth Living 

4. I Know The Old Rugged Cross 



Distributed By 
Super Power Records 
4714 Church Avenue 
Brooklyn, N.Y. 11023 
(718) 282—7709/7842 
Fax: (718) 469-8056 
Telex: 4973708SUPERUI 


Produced, & Arranged by 

Carlton Barrett 

Exec. Prod.: Count Shelly 

Pub.: 1091 

Musicians: 

Dennis The Menace 


Track Taken From His Upcoming Album 


ELLA ME BACILAR 

(Teaser) 

(Adapted) 

NANDO BOOM 





Distributed By 
Super Power Records 
4714 Church Avenue 
Brooklyn, N.V. 11023 
(718) 282 — 7709/7842 
Fax: (718) 469-8056 
Telex: 4973708SUPERUI 


Produced St Arranged by 

Carlton Barrett 

Exec. Prod.: Count Shelly 

Pub.: 1991 

Musicians: 

Dennis The Menace 


Track Taken From His Upcoming Album 


ELLA NO ME PUEDE BACILAR 

(Teaser) 

(Adapted) 

NANBO BOOM & NANDO BOOM 




RECORDS 


HENRY HIERRO 


JN 800 
SIDE 1 
33 1/3 RPM 


Productors: 
JUAN & NELSON 


"Felicitaeiones" ( 418 > 

CANTA: LUIS MANUEL AND HENRY HIERRO 
AUTOR: CAUSTRE 
ARREGLOS: HENRY HIERRO 

Distributed by: 

JUAN & NELSON 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
FAX: (718) 486-5790 


RECORDS 


henryhierro 


JN 800 
SIDE 2 
33 1/3 RPM 



Productors: 
j JUAN & NELSON 


"Pelaita" <* 28 > 

CANTAtWISTMANUEL 
AUTOR: D.R. 

ARREGLOS: HENRYHIERRO 


Distributed by: 
JUAN & NELSON 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
FAX: (718) 486-5790 





Productor: 
PRO IMAGEN 


"PORQUE Ml ALMA LLORA" 

(El Greco) 



"TE DEJO SOLA" 

(El Greco) 

Arreglos: Abel Dinobile 


PRO IMAGEN RECORDS 
(212) 569-1184 


RECORDS 

CUCO VALOY 


JN 1002 
SIDE 1 
STEREO 
33i/3 RPM 


c 


"DESILUCION" 

(Salsa) 

CANTA: CUCO VALOY 
CON LA "TRIBU” 

Distributed by: Juan & Nelson 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
Fax: (718) 486-5790 


PRODUCTOR 
CUCO VALOY 


RECORDS 


CUCO VALOY 

/ 

JN 1002 

SIDE 2 

STEREO I 

331/3 RPM 

V 
\ 

"MAMI DAME Lt> MIO" 

(Merengue) 

CANTA: CUCO VALOY 
CON LA "TRIBU" 

Distributed by: Juan & Nelson 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
Fax: (71 8) 486-5790 


€) 


PRODUCTOR 
CUCO VALOY 



SIDE 1 
33 1/3 RPM 
STEREO 
©@ 1992 


JN 2000*12 




ORQUESTA JOUEN 


CONTIGO 

Canta: Dennis 
Autor, Arr: Ramon Rosario 

Distributed By: 

Juan & Nelson 
524 Grand St. 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
Fax: (718) 486-5790 


fludinpils 

THE BRASS BAND 

LIVE AND IN DEBT 


AR 8705-A (22:11 



I SIDE 

® 1987 Audiopile Records 




1. JERICHO ROCK 

R. Meyers— arr. by S. Riffkin 4:34 

2. B.B.P.I. 

F. Steiner/H. Mancini/M. Norman — arr. by S. Riffkin 3:54 

3. WE BE BEIGE 

singing Eighteen with a Bullet 
P. Wingfield — arr. by J. Aron/B. Leach/G. Wallace 5:20 

4. LOS BRASSO BANDITOS 

A. Dominguez/A. Barroso/Z. Abreu — arr. by S. Riffkin 5:13 

5. ORANGE BLOSSOM SPECIAL 

E.T. Rouse — arr. by P. Chauvin/The Brass Band 2:57 


Produced by Bud 'n Porker 



fludiqnla 

THE BRASS BAND 

LIVE AND IN DEBT 


8705-B (18-16) 


1. ZAMPA OVERTURE 

« L. Herold — arr. by P. Chauvin 6:14 

2. THE IMPOSSIBLE SLIME 

M. Leigh/R. Rogers/O. Hammerstein — arr. by P. Chauvin 4:55 
additional lyrics by The Brass Band 

3. BOLERO 

M. Ravel — arr. by G. Wallace 6:39 
Produced by Bud 'n Porker 
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GREAT MUSIC 


GREAT MUSIC 
BY RUSSIAN COMPOSERS 

Arensky \ 

1. VARIATIONS ON A THEME BY TCHAIKOVSKY 

15:38 

ANTAL DORATI, Philharmonia Hungarica 


STEREO 
33% R.P.M. 


MARGIN CONTROL 

SIDE 1 



GREAT MUSIC 
BY RUSSIAN COMPOSERS 

Khachaturian 

1. ARMENIAN DANCES 5:56 

FREDERICK FENNEIL,. Eastman Wind Ensemble 



MARGIN CONTROL 

SIDE 2 


STEREO 
33% R.P.M. 

Borodin 

2. OVERTURE TO "PRINCE IGOR” 11:16 

ANTAL DORATI. LONDON SYMPHONY ORCHESTRA 

3. MARCH FROM "PRINCE IGOR” 6:06 

Gliere 

4. RUSSIAN SAILORS DANCE 3:28 

Shostakovich 

5. POLKA FROM "THE AGE OF GOLD” 2:16 

FREDERICK FENNELL, Eostman-Rochester “Pops” 

y SR90346B 
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TAUJKEHTCKMM 3AB0A MM.M.T.TAOJMyXAMEflOBA 

MOHO V 33 


rOCT 5289-80 

M 20-391 15 


1 


fp. 2. 1-20 


Jl MflMfl PyCJIAHOBA 

PyccKHe necuM 

BblXOWy OflMH 9 \ HA flOPOry, cn. M. JlepMOMfOba 

no MypoMCKon aopo>kke 

HPH AOJ1HHE KYCT KAilHHbl 
M 3 B 03 MHMEK. 3 X, MATyiUKA 
MAC J\A HO HACy. K 0 J 1 X 03 HA 51 HOJlbKA 
Ct'KCTeT A^Mp n ,/y H. HeKpacoaa ( 1 , 2 ) 

Ahc. wap. MHcip. n /y H. HeKpacoaa ( 5 ) 

Toe. pyc. Map. opK. n/y A- OcnnoM ( 3 , 7 ) 

1 1 JlyKoaMxmi (banajiaMKa), H. Ca/^o&HMKoa (6a*nJ| 
O. MaKCdKOB (KOMUepTMMo) (4, 6) 

RtanycK 1987 r. 




TALUKEHTCKMM 3ABOA MM.M.T.TAlilMyXAMEflOBA 

MOHO jmrs V33 


l"OCT 5289-80 

M20-39116 



rp. 2. 1-20 


JIMAHfl PYCJ1AHOBA 


PyccKMe necHM 

ME>K BLICOKMX XJ1EBOB,, 3ATEP5!/10Cfl, cn. H. HenpacoBa 

>KMBET MO/1 KPACOTKA 
K0JlX03HAfl. 3A PEHEHbKOPi AMBO 
KAJlMHyUJKA. BO KY3HMUE 
Ct a pH HHbie Ba/ibCbt 
BEPE3KA (E. ApeM3MH) 

OCEHHMfl COH (A. A*<ofic) 

CeKcier aomp n/y H. Henpacoaa (1), 
n /y A. CeMeHosa (3), A. KoM/iea (aKKopAeow) (3) 
Ahc. wap. mhctp. n /y H. HenpacOBa (2) 

Toe. pyc. Hap. opK. n/y A- OcMnosa (4) 

Ahc. po>KeMHMKOB n/y A. CyjiMMOBa (5, 6) 

OpK. n/y C. TopMAKOBa ( 7 , 8) 

BunycK 1987 r. 



ECORDS 


by % 

Augustt^PGussie" Clarke 
for Anchor Recording Co. Ltd. 

56 Siipe Rd., Kgn 5, Ja. W.l. 
Tel: (809)92-92074 

^ ©1988 Anchor 

m Recording Co. Ltd. 

W © Dubplate Music (P.R.S.) 


Gist. by: 

V.P. Records 
! 7 0 ? 1 Jamaica Ave 
Jamaica, New York 
Tel. (718)291-7058 


SINCE YOU CAME INTO MY LIFE 

(M. Bennett) 

SUGAR MINOTT 
& J. C. LODGE 

Recorded and Mixed at 
Music Works Recording Studk^0|} 


,v >ns of ApP' ici 


^3TtpO*kJ »*n 40 



RECORDS 


Prod by 

Augustus "Gussie' Gierke 
or Anchor Recording Co. Ltd. 

■ 56 Slip© Rd., KgnS,Ja. W.l. 

T&h (809)92 >92074 

© 1988 Anchor 
)• Recording Co. l 

©Oufeplate Music (P.R 


Dist. by: 

V,P. Records 

170 2 I Jamaica Ave.. 

Jamaica, N* 31 * Yor ^ 
Tp! .at 1 8)291 >7058 


SINCE YOU CAME INTO MY LIFE 

(M. Bennett) 

SUGAR MSNOTT 
& J. C. LODGE 

Recorded and Mixed at . 
Music Works Recording Studi^W 






Distributed By 
VP. RECORDS DIST. 
89-05 138 STREET. 
JAMAICA. N.Y.1 1435. 
gl 8) 291-7058 

VP. OF FLORIDA. 

5893 S.W.21stSTREET. 
W. HOLLYWOOD. 

FL. 33023. 

(305) 966-4744 


(C)(P)1993 
Produced By: 
STONE LOVE 

^VPRD-5184-A 
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SHOULD A DEH YAH 


JIGSYKING 



DL Tributed By 
VP, RECORDS DIST. 
8S-05 138 STREET. 
JAMAICA, N.Y.1 1435. 
m 8) 291-7068 

VEOF FLORIDA. 
5893 S.W.21 st.STREE 
W. HOLLYWOOD. ^ 
FL. 33023. C 

(305)966-4744 
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(C)(P)1993 
Produced By: 
STONE LOVE 
VRPD-5184-AA 


WOMAN A MOVE 


SABA TOOTH 






II 


NINA BENA 

ETHEART 


II 


After Dark Promo12‘ 
7701 0-1 2-DJ-A 



NINA BENA 

"sweetheart 

After Dark Promo 12' 

7701 0-1 2-DJ-B 
33-1/3 RPM 



1 . AFTER DARK MIX 

2. DRUMAPELLA 

3. ROB RAZOR SHOP MIX 


Produced, Arranged & Mixed 
by Carlos "After Dark" Berrios 


PROMOTIONAL COPY 
NOT FOR SALE 




LEROY 


.. , . ’(3:25) 3. . . . 

4. Thought It Was a Dream (3:54) 5. I Gotta Know (4:40) 


All songs written by LeRoy 


©0 1987 Broken Records 
© Anteater Tunes/ASCAP 


| y f Black Vinyl Records 

^ eC( >rds • 2269 Sheridan 





LEROY 


1. Feel Electric (3:51) 2. 1 Be Shakin’ (4:17) 3- One More Piece (4:32) 
4. Shadow of a Doubt (3:59) . 5. They Said (3:09) 

All songs written by LeRoy 

©© 1987 Broken Records 
© Anteater Tunes/ASCAP 
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Black Vinyl Records 


fiords • 2269 Sheridan 
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SONGS IN THE KEY OF LIFE" 
STEVIE WONDER 


n 3-340C2 
SIDE FOUR 



2648-S 

0 1976 Motown 
Record Corporation 
Trademark Motown 

-icorc' Corpora n 


1. NGICUL.ELA-ES UNA HISTORiA-l AM SINGING 
(S. Wonder) 3:48 

(Zulu Translation By Thoko Mdalose Hall Spanish 
Translation By Raymond Maldonado) 

2. IF IT’S MAGIC (S. Wonder) 3:11 

3. AS (S. Wonder) 7;07 

4. ANOTHER STAR (S. Wonder) 8:19 

Produced, Arranged and Composed 

By STEVIE WONDER 

°° UCT or MOTOWN RtCO*® ° 






'SONGS m THE KEY OF LIFE 


// 


713 - 


TWO 


STEVIE WONDER 
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2646- S 

<0 1976 Motown 
Record Corporation/ 
Trademark Motown 
Record Corporation 


h I WISH (S. Wonder) 4:12 

2. KNOCKS ME OFF MY FEET ($. Wonder) 3:35 

3. PASTIME PARADISE (S. Wonder) 3:20 

4. SUMMER SOFT (S. Wonder) 4:16 

5. ORDINARY PAIN (S. Wonder) 6:22 

Produced, Arranged and Composed 

By STEVBE WONDER 

° D ° CT OF MOTOWN RECO*® C 



"SONGS IN THE KEY OF LIFE" 



2647-S 


T13-340C2 
SIDE THREE 


(p) 1976 Motown 
Record Corporation 
Trademark Motown 
Record Corporation 


1. ISN'T SHE LOVELY (S. Wonder) 6:33 

2. JOY INSIDE MY TEARS (S. Wonder) 6:29 

3. BLACK MAN (S. Wonder) 8:29 

Produced, Arranged and Composed 

By STEVIE WONDER 



STEREO 

RA-3052 



TITO RODRIGUEZ 
EN PUERTO AZUL 


1. ALMA LLANERA 
(P. Gutierrez) 

2. BESOEXTRAnO 
(T. Rodriguez) 

3. LA POLLERA COLORA 
(Madera-Choperena) 

4. EL TIRABUZON 
(L. Cruz) 

5. EL CRITICOM 
(T. Rodriguez) 

® © 1977 by West Side Latino 
Records Corp, 


^ °ords corp, new m#* 0 * 


SIDE 2 
STEREO 
RA-3052 
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V' SERIES 

1 SPEED 33-1 (side 

f ' ") 

/ 

j (ZAL. 12807) 

^ 1 

/ 

STS. 15318 


t7> 


STRAVINSKY : THE RITE OF SPRING 

FIRST PART: 

THE FERTILITY OF THE EARTH 


PIERRE MONTEUX 

conducting the 

PARIS CONSERVATOIRE ORCHESTRA 


© 1963 


KtCORO PROHIBITED 


ALL RIGHTS OF TH£ 


rfKtStWEO UNAUTHOO/Sf Q Sj^ 
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stereo ireasury series 


SPEED 334 


Side 

2 


/ 

v 


(7.AL 12808) 

STS.15318 


STRAVINSKY THE RITE OF SPRING 

SECOND PART: 

THE SACRIFICE 


PIERRE MONTEUX 

conducting the 

PARIS CONSERVATOIRE ORCHESTRA 


© 1963 


BtC QRD PROHIBITS 





•WILLOW 


BIBLE FOLK 


SIDE 

ONE 


STEREO 



S80-1347A 


33 % 

RPM 


Jubal (3:05) 
And Sarah Laughed (3:07) 
Noah Knew (2:54) 
Jonathan (2:15) 
Job (4:05) 
Mary, Mary, Mary (3:59) 




Hal Atkinson 
Janys Boelke 
Chad Mitchell 

Chad Mitchell, Janys Boelke 
Chad Mitchell 

Janys Boelke, ^ 

Michelle Barber, g* 

Marilyn Sieber 
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( 29381 ) 
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SEEING RED 

1. Yellow Pages 4:27 

2. The Urge 3:07 

3. Chant 26 3:52 




® & © 1988 Stonecold Records Co 
P.O. Box 717 Asbury Park, N.J. 
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SIDE 1 
STEREO 
SC-7001 
33 1/3 RPM 


Produced by: 

Jay Stone 

All selections written by 
Frank Lembo / Jay Stone 
Music / ASCAP 
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STEREO 
SC-7001 
33 1/3 RPM 


Produced by: 

Jay Stone 
All selections written by 
Frank Lembo / Jay Stone 
Music / ASCAP 


K. 


pillp 

Wti$M 

■- MSi^v > W fu££$ $\ r S% * 


SEEING RED 

4. Tiger in my Bed 3:45 

5. U-Boy 2:59 

6. Plastic on the Inside 2:21 


0 & © 1988 Stonecold Records Co. 
P.O. Box 717 Asbury Park, N.J. 





RECORDS 
OLD TIME GREATS 

VOLUME 1 

RILEY PUCKETT 


SIDE A 
3 3 ’/a RPM 

1 „ Away Out On Thu Mountain 
2 , The Moonshiner'* Dream 
3, Don't Try it For It Can't 
4. Dissatisfied 

5. Send Back My Wedding Ring 
4. Wait Till The Son Shines Nelli® 
7. Ragged But Right 

Al! Original Material 
n 


O S £ £ 1 5 


% 


SIDE B 
33% RPM 


OLD TIME GREATS 


VOLUME 1 




23552 



| 

' . 

1. I'm Going To Georgia 
2. Of* The Other Sidle Of Jordon 
3. I'm Getting Ready To G# 

4. Clover Blmaoms 
5. Curly Headed Baby 
6. Call Me Back Pal O'Mine 
7. Frankie And Johnnie 
All Original Material 
Can trailed 



% c o R D 




Record No 


(1075) 

Old Time Christmas 
Singing with 
Auto-Harp & Guitars 


T. HIS ONLY DARLING 

2. JOY TO THE WORLD 

3. IT CAME UPON A MIDNIGHT CLEAR 

4. WHILE THE SHEPHERDS WATCHED THEIR FLOCKS 
5 I HEARD THE BELLS ON CHRISTMAS DAY 


THE PHIPPS FAMILY 





1. SILENT NIGHT 

2. OH COME ALL YE FAITHFUL 

3. AWAY IN A MANGER 

4. HARK HERALD THE ANGELS SING 

5. BEAUTIFUL STAR OF BETHLEHEM 


THE PHIPPS FAMILY 


Record No. 

MER 12a 

(1076) 

Old Time Christmas 
Singing with 
AvitQrHarp & Guitars 


33 Vs RFM 


Pine Mt. — BMI 







634-S-NLP-2071-A 

Special 

Collectors Edition 


EMOTIONS 

by 

Reno and Smiley 


S-NLP-2071 

33 Vs RPM 

STEREO 




Or 


1. EMOTIONS 

(Don Reno)-Lois-BMI 

2. LET'S LIVE FOR TONIGHT 

(Don Reno) 

3. GREEN MOUNTAIN HOP 

(Don Reno) Lois-BMI 

4. IF IT TAKES ME A LIFETIME 

(Red Smiley) Lois-BMI 

5. OLD HOME PLACE 

(Reno & Smiley) Lois-BMI \ 




Sr % 


% 


% %wc« PUB .co.,wc.,^^’ 

2S7- 


EMOTIONS 

b V 

Reno and Smiley 



1. YOUR TEARS ARE JUST INTEREST ON THE 

(Don Reno) loi»-BMI 

2. I'M GONE, LONG GONE 
(Reno-Smiley) lonat-BMI 

3, CHINESE BREAKDOWN 
(Del Wood) Stardty-BMI 

4. DRIFTING WITN THE TIDE 


S-NLP-2071 

33 'h RPM 

STEREO 

LOAN 


WOODY SIMMONS 
"All Smiles Tonight" 



RECORDS 



ER 002 

( 36651 ) 


1. West Virginia Highway (2:14) 

2. Home Brew Rag (2:16) 

3. Honeymoon Waltz (2:45) 

4. Mitchell's Clog (2:00) 

5. Sugar Tree Stomp (2:27) 

6. Paris Waltz (3:43) 

7. Cotton Baggin' (2:54) 


WOODY SIMMONS 
"All Smiles Tonight" 



RECORDS 



1. Natural Bridge Blues (1:57) 

2. Sugar In the Gourd (2:03) 

3. I'll Be All Smiles Tonight (2:52) 

4. Smokey Mountain Rag (2:10) 

5. Devil in Georgia (2:14) 

6. Susie's Band (3:12) 

7. Sweet Bunch of Daisies (3:32) 

8. Liza Jane (2:43) 






FE 37633 * J 4 SIDE 1 

STEREO v AL 37633 

© 1981 CBS Inc. 

1. YOU CANT TREAT LOVE THAT WAY 3:09 -D. McBride - 
C. Kearney- (ASCAP)/(BMI)/(PROCAN)/(CAPAC) 

2. RUNNIN’ AROUND 4:13 -B. King- (PROCAN)/(CAPAC)/(BMI) 

3. FAST LIVIN’ 4:04 -D. McBride- (PROCAN)/(CAPAC)/(BMI) 

4. THERE WAS A TIME 3:35 -D. McBride - C. Kearney- 
- (ASCAP)/(BMI)/(PROCAN)/(CAPAC) 

, 5. SHOOTOUT IN THE PARKING LOT 
4:31 -B. King- (PROCAN)/ 

' SSSS ^ >s sL ' A r »*oe M », K of cos — ‘S'''' 
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FE 37633 
STEREO 


SIDE 2 

BL 37633 

©1981 CBS Inc. 

1. NEVER GONNA LET YOU GO 3:24 -D. McBride - 
(PROCAN)/(CAPAC)/(BMI) 

ROLL ME OVER 3:48 -B. King- (PROCAN)/(CAPAC)/(BMI) f 

3. LITTLE DANCER 3:06 -C. Kearney- (CAPAC) 

4. COME AND TAKE MY LOVE 4:11 -B. King- 

( P ROCA N )/(CA PAC)/( B M I ) 

5- DAYS AND NIGHTS 3:12 -B. King - . 

D. McBride - C. Kearney- •. 

. fCAPAC)/(BMI), (ASCAP^ ; . 

1 ■ : 


/ 


BIG TIME BLUESMAN 

ISAAC SCOTT 


SIDEB 



MIM-9054 

(M-20900-B) 


1. DON’T LET MY BABY RIDE 3:26 
(Wright/Mallone) Duchess Music (BMI) 

2. LET MY MIND RUN BACK (Scott) 4:46 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

3. FEAST GOIN’ ON (Scott) 4:07 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

4. ON THE ROAD AGAIN (Scott) 2:58 
Marinwood Music Co./ 

Ferry Boat Music (ASCAP) 

A First American Production 
® & © 1982, First American Records, Inc. 
Manufactured and Distributed by 
First American Records, Inc. 

73 Marion Street 
Seattle, WA 98104 USA 
All Rights Reserved 


BIG TIME BLUESMAN 

ISAAC SCOTT 


SIDE A 



MIM-9054 

(M-20900-A) 


1. LISTEN TO THE BLUES (Scott) 5:16 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

2. STANDIN’ ON THE OUTSIDE (Scott) 2:47 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

3. HELP (Lennon-McCartney) 3:17 
Maclen Music Inc. (BMI) 

4. SEATTLE BLUES (Scott) 2:17 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

5. MOONBELLY (Scott) 4:26 
Marinwood Music Co./ 

Ferry Boat Music (ASCAP) 

A First American Production 
(£) & © 1982, First American Records, Inc. 
Manufactured and Distributed by 
First American Records, Inc. 

73 Marion Street 
Seattle, WA 98104 USA 
All Rights Reserved 



Long Legged Woman 
Human Man 
Get In Trouble 
Get tin' On A Buzz 


Pockdwatch Paul 

& The Rhythm Rockets 


SIDE A 


Askin 


Just 


Do 


It 


Again 


Let 


s 




& The Rhythm Rocket 


SIDEB 


Daytripper 
Credit Card Blues 
Come On Girl 
Whiskey Is My Lover 
How Do You Feel 
Choo Choo 

1983 





0/fP OfMT/ON 39 WES' 1 5& S 


ALAN PRICE 
THE HOUSE OF THE 
RISING SUN 

SN-7126 
SIDE ONE 
STEREO 

@1 981 Audio 
Leasing Corporation 


TOWN 


1. THE HOUSE OF THE RISING SUN • 5:16 
(Alan Price) Al Gallico Music Corporation-BMI 

2. I'M COMING BACK » 3:15 

(Alan Price) American Jarrow Music, Inc.-BMI 

3. MR. SUNBEAM • 3:15 

(Alan Price) American Jarrow Music, Inc.-BMI 

4. LOVE YOU TRUE • 3:52 

(Alan Price) American Jarrow Music, Inc.-BMI 

5. PERFECT LADY • 2:57 
(Alan Price) American Jarrow 
Produced by Bones Howe 




ALAN PRICE 
THE HOUSE OF THE 

RISING SUN 


SM-71 26 
SIDE TWO 
STEREO 
@1981 Audio 
Leasing Corporation 


1. WAKE UP! • 3:48 

(Alan Price) American Jarrow Music, Inc.-BMI 

2. THE LOVE THAT 5 NEEDED • 2:57 
(Alan Price) American Jarrow Music, Inc.-BMI 

3. I HAVE TRIED ® 3:30 

(Alan Price) American Jarrow Music, Inc.-BMI 

4. DON'T MAKE ME SUFFER * 3:30 
(Alan Price) American Jarrow 

5. MUSIC IN THE CITY ® 3: 

(Alan Price) American Jarrow 
Produced by Bones Howe 


°* P 0«4T,ON 39 W£S“* 55 
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THE GOOD DR. JACK 




‘Longt^iJ 
oMuaJc 


TV 


Stereo 

Longtail Music 
BMI 

Side One 
410052A 


LT37-5225 


1. HIGHWAY COMES A CALLIN’ (3:13) 

2. I’LL BE KINDER (4:51) 

3. LONGTAIL (5:10) 

4. HARBOR NIGHTS (3:58) 

5. BROOKLINE STATION (3:45) 


All Songs Written by J.P. Polidoro, Ph.D. 

©1984 

All Rights Reserved 


HjlliCDCDIEILIISfll 

ssixsncDsr 


“THE GOOD DR. JACK” 


Stereo 

Longtail Music 
BMI 

Side Two 
410052B 


1 . TAKE IT OFF ( 3 : 56 ) 

2 . ROAD SIGNS ( 3 : 39 ) 

3 . WINN MOUNTAIN ( 3 : 35 ) 

4 . GOODBYE BLUE EYES ( 3 : 10 ) 

5 . OH, NEW HAMPSHIRE ( 5 : 52 ) 






H I FI RECORD’S 


SERIES 


GEORGE WRIGHT FLAYS 
THE CONN ELECTRIC ORGAN 


SIDE 1 

33% RPM 


R-712 

STEREO 



GEORGE WRIGHT 


1. MADEIRA 

HOW COME YOU DO ME LIKE YOU DO 

3. AUNT BLANCHE’S BOOGIE 

4. LA BORROCHITA 

5. COOL TANGO 

6. SHE’S FUNNY THAT WAY 

7. BEER BARREL POLKA 




MORE OLDIES 


LIMELITES 


R-25350 

RLP-4S9-A) 


1. DADDY'S HOME 2:47 (W 
'(Nom Music, I 

2. THIS I KNOW 2:2< 

'(Nom Music, I 

3. READY FOR YOUR LOVI 
(Nom Music, I 

4. Y0UTL BE SORRY 1 _ . 

(C. S. Bassett, Jr.-Chas. C. Baskerville) 
|W (Nom Music, Inc.-BMI) 

5. WHAT DID DADDY DO 2:38 (J. Sheppard) 
(Nom Music, Inc.-BMI) 

6, CEE BABY, WHAT ABOUT YOU 2:23 W 
MJ, Sheppard) (Nom Music, Inc.-BMI)^ 
A property of Nom Music, Inc. 

^ Dist. exclusively by Roulette Records, Inc. 

1 ^. c 


Sheppard) 


eppard 


by roulette 


, 



MORE OLD 


ROULETTE RtC ° 


33% RPM 



F=>0\A/E:F=t 

F*X\K 


/V/A6HV/LLE, TE/V^EBSEE 


CARL STORY 
GET RELIGION 



PO-272 A 


1. WHY DON'T YOU HAUL OFF 
(AND GET RELIGION) 

PD (Arr. T. Hill) Power Play Music BMi 

2. LORD LEAD ME ON 

PD (Arr. T. Hill) Power Play Music BMI 

3. GLORYLAND WAY 

PD (Arr. T. Hill) Power Play Music BMI 

4. WE SHALL MEET SOMEDAY 

PD Arr. T.Hill) Power Play Music BMI 

5. AN EMPTY MANSION 

PD Arr. T.Hill) Power Play Music BMI 

6. UNCLOUDED DAY 




CARL STORY 
GET RELIGION 


PO-272 B 


1. NEW JERUSALEM WAY 

PD (Arr. T. Hill) Power Play Music BMI 

2. YOU CAN'T BELIEVE 

PD (Arr. T. Hill) Power Play Music BMI 

3. I FEEL LIKE TRAVELIN' ON 

PD (Arr. T. Hill) Power Play Music BW 

4. I CAN TELL YOU THE TIME 

PD (Arr. T. Hill) Power Play Music t>MI 

5. GIVE ME THE ROSES 

PD (Arr. T. Hill) Power Play Music BMI 

6. JUST ONE WAY TO THE GATE 
PD (Arr. T. Hill) Power Play Music BMI 

® 1975 Gusto Records lnc.-Power Pak 
Nashville, Tenn. 






SPOTLIGHT ON VAUGHN MONROE, 
TED WEEMS and ORPIN TUCKER 


SIDE ONE ; 

770334 V : '• t'\ 

\ f 
K. 

Vaughn Monr o e. Palladium 1947 

1. WE COULD MAKE SUCH BEAUTIFUL MUSIC 

TOGETHER 

2. IT'S A LAZY DAY 

3. AND SO TO BED 

4. MY BLUE HEAVEN 

5. THE THINGS WE DID LAST SUMMER 

Ted Weems, El Patio Ballroom, Denver 
Colo., Aug. 22, 1945 


JOYCE 

LP-4Q04 


6. ON THE ATCHESON TOPEKA and SANTA FE 

7. THERE'S NO YOU 



SPOTLIGHT ON VAUGHN MONROE, 
TED WEEMS and ORRIN TUCKER 


/ • ' 

SIDE TWO f V JOYCE 

770334 ' ' ' L P-4004 


Broadcast continues 

1. ON THE SUNNY SIDE OF THE STREET 

2. ON THE MONTANA PLAINS 

3. 9:20 SPECIAL 

Orrin Tucker, Mark Hopkins Hotel, 

S an Francisco, CA 1947 

4. IS IT TRUE WHAT THEY SAY ABOUT 

DIXIE 

5. BLESS YOU 

6. MINAGUA NICARAGUA 

7. I'LL CLOSE MY EYES 
a I NEED LOVIN' 

9. WHO'S SORRY NOW 



B U O ^ 



6 ^ 


r 


x 


\ 


BLUE HEAVEN RECORDS 

LEGENDS 

VA UGHN MONROE AND HIS ORCHESTRA 
CANDLELIGHT AND WINE 

l = lnstrumental, V.C.: V.M.=Vaughn Monroe N.S.= 
Norton Sisters D.P.=Del Parker 
SERIES VI VOL. I BH-6-601 

SIDE B CP 1092B 





1. DINDI 5:40 -A. C. Jobim - R. Gilbert - L. Oliveira- 

2. CHILD OF LOVE 3:30 -J. Lucien- 

3. YOU BEEN AWAY TOO LONG 3:35 

. A <§ 4. CREOLE LADY 5:25 -J. Lucien- w' " -j 




JC 36526 , g I f SIDE 2 

STEREO BL 36526 

© 1975, 1976, 
1980 CBS Inc. 

1. MAIDEN VOYAGE 5:48 -H. Hancock - J. Hancock- 

2. GAKU 6:07 -J. Lucien- 

3. HELLO LIKE BEFORE 4:25 -B. Withers - 

J. Collins- 

4. FOLLOW YOUR HEART 3:15 
-J. Lucien- 

5. IF I COULD 3:28 
- - -J. Luc.ien- - 



Count Basie Jam Session 


Side 1 
Stereo 


23 10-750- A 
(PP-1909) 



at the Montreux Jazz Festival 1975 
Count Basie 

1 Billie's Bounce (Parker) 11:45 
2 Festival Blues (Basie-Jackson-Griffin- 
Eldridge-Pedersen-Bellson) 10:5B 




Count Basie Jam Session 
2310-750-B Side 2 

(PP-1910) ■ I Stereo 


at the Montreux Jazz Festival 1975 
Count Basie 

Lester Leaps In 
(Young) 16:06 

Produced by Norman Granz 

'jr 

® 1975 PABLO RECORDS <b 


TOUS DROITS ou 



MR 5096 


A 



33 TOURS 



Wade in FRANCE. 



n0 siioHQ snoi 



FOOTPRINTS 
PAT MARTINO 


33 TOURS 


SACEM 
| (SPRivD § 


1. FOOTPRINTS 8 24 
(W. Shorter) (Miyako Music) BMI 

2. HOW INSENSITIVE 6'14 
(Jobim-Gimbel) (Duchess Music) BMI 

3. ALONE TOGETHER 5 52 
(Dietz-Schwartz) (Harms, Inc.) ASCAP 


® 1975 Muse Records 


ation, latjuFlTcTTtion. 


M/ >0f IN FRANCE. 




Production 

Black and Blue SARL 


M. de Villers/M. Fosset 

« HERSHEY BAR » 


Hershey bar (E. Bond) 5'35 
Cool blues (Charlie Parker) 5'21 
All the things you are 7'40 
(J. Kern-O. Hammerstein II) 


Prod, by Disques Black and Blue SARL 




le SARL 

wrftdwi VT t 


« HERSHEY BAR » 


vi 


AH LAS 


SACEM 
s s 

^(lDRM)g 

l£ U 

QQ f 

OO I. 

. tv ,:v .?& v ; : ■ 

W.v/ ii ,l*Vv V v*<- *■ i-,'* (*>; t?, V, i 

M Pnccot 




(M. Ellington-T. Persons) 

Pennies from heaven 6'50 
^ (A. Johnston-J. Burke) 

. Bernies tune 6'49 j 

.*? /Tr-Ft/o® HMj* Vj l -’ 1 -r tv. •' t“ ', ( fi!.i : ' 

Prod, by Disques Black and Blue SARL A 


AUT ° RlSATI 0 N la duplication, la lOCA 1 ' 0 




UNEARTHED MASTERS - VOL 


(Charlie Parker/Coleman Hawkins/George Auld) 


1. Koko 6:08 

(Charlie Parker) 

2. You’ve Got Me Cryin' Again 2:50 

(Coleman Hawkins) 

3. Can Anyone Explain? 2:50 

(Coleman Hawkins) 

4. Air Mail Special (take one) 3:00 

(George Auld Sextet) 

5. Air Mail Special (take two) 2:50 

(George Auld Sextet) 

6. Be My Love 232 

v. (George Auld Sextet) 



1 . Taps Miller 2:50 

(George Auld Sextet) 

2. What’s New? 2:28 

(George Auld Sextet) 

3. You Made Me Love Again 2:10 

(George Auld Sextet) 

4. Out of Nowhere 3:05 

(George Auld Sextet) 

5. Seh! Seh! (take one) 2:34 

(George Auld Sextet) 

6. Seh! Seh! (take two) 2:34 

(George Auld Sextet) 


UNEARTHED MASTERS ■ VOL ! 

(Charlie Parker/Coleman Hawkins/George Auld) 


SIDEB 
JAM 5006 


33 1/3 RPM 



SHEILA JORDAN/HARVIE SWARTZ DUO-PA 8038-N-OLD TIME FEELING 

SIDE ONE 


(TOTAL: 22:17) 

1. I MISS THAT OLD TIME FEELING (4:04) 

(H. Swartz) Ondine Music / ASCAP 

2. SLEEPING BEE (4:24) 

(H. Arlen-T. Capote) Harwin Music/ ASCAP 

3. HOW DEEP IS THE OCEAN (4:00) 

(I. Berlin) Irving Berlin Music /ASCAP 

4. THE THRILL IS GONE (4:02) 

(L. Brown * R. Henderson) Chappell & Co. / ASCAP 

5. TRIBUTE (Quasimodo) (5:27) 

(C. Parker -S. Jordan) Duchess Music /BMI 
© ® 1983, Palo Alto Records & Tapes 
A division of Benham Mgmt. Int'l. 

^ 755 Page Mill Road . 

Palo Alto, CA 94304 



1. IT DON'T MEAN A THING (3:21) 

(D. Ellington -I. Mills) Mills Music /ASCAP 

2. LAZY AFTERNOON (8:06) 

(J. Moross-J. LaTouche) Chappell & Co. /ASCAP 

3. WHOSE LITTLE ANGRY MAN ARE YOU (2:37) 
(J. Woldin-W. Britten) Blackwood Music / BMI 

4. LET'S FACE THE MUSIC AND DANCE (4:50) 
(I. Berlin) Irving Berlin Music /ASCAP 

5. SOME OTHER TIME (2:48) 

(L. Bernstein -A. Green -B. Comden) 
Warner Bros. / ASCAP 
© (£) 1983, Palo Alto Records 8i Tapes 
A division of Benham Mgmt. Int'l. 

755 Page Mill Road 
Palo Alto, CA 94304 



RED GARLAND/RON CARTER/ 
PHILLY JOE JONES 
CROSSINGS 

1. SOLAR 5:07 

(Miles Davis) Prestige Music-BMI 

2. RAILROAD CROSSINGS 5:21 

(Ron Carter) Retrac Productions, Inc.-BMI 

3. NEVER LET ME GO 5:15 

- (Evans-Livingston) Famous Music-ASCAP 

4. OLEO 5:15 

(Sonny Rollins) Prestige Music-BMI 

(!) 1978 Galaxy Records . 

(GXY-5106-A) yOc> 

Fa ^Ta SY®REC0RD S ' 6t - 



RED GARLAND/RON CARTER/ 
PHILLY JOE JONES 
CROSSINGS 

1. BUT NOT FOR ME 7:00 

(George & Ira Gershwin) New World Music-ASCAP 

2. LOVE FOR SALE 11:26 

(Cole Porter) Warner Bros. Music-ASCAP 

® 1978 Galaxy Records 
(GXY-5106-B) 


*^MA/^ S Y® R £coRO S ' e ^ 




'Warwick 


“The Biggest 


W2040 

61-Z-13 1 

3354 R.P.M. 


1. SECRET LOVE (Webster-Fain) 

2. THIS NEARLY WAS MINE (Rodger^Hammerstein 2nd) 

3. MY MAN’S GONE NOW (From The Motion Pic. 
“Porgy & Bess”) (Heyward-Geisliwin) 

4. DO NOTHIN’ flU YOU HEAR FROM ME 
(Rusself-Ellington) 

5. CARAVAN (E 1 1 i ngton-Mi Ms-Tizol ) 


NAT WRIGHT 


A *IS AECORD 




In Jazz” 


“The Big] 


W2040 

61-Z-14 

33^4 R.P.M. 


1. JOHNNY ONE NTOTE (Hart-Rodgers) 

2. I GOT It BAD AND THAT AIN’T GOOD 
(Webster-Eflington) 

3. YOU LET MY LOVE GROW COLD (Robbinson) 

4. SOPHISTICATED LADY 
(Ellington-Mills-Parish) 

5. JOSHUA fWrighT^MMJil 


NAT WRIGHT 


p ' ^ 

^ RECORD PRQB^^ 


SANCHEZ 


Perilous Time 



AOR-15 


Black Princess 2. I Who Have Nothing 3- Perilous Time 
4 . Babylon Wall 5* Picture On The Wall 


Artists Only! Records 580 Broadway, Suite 910, New York, NY 10012 
All rights reserved Unauthorized duplication is a violation of applicable laws, 
copyright: 1999. printed in Canada 


SANCHEZ 


Perilous Time 



I. For You 2. Sip My Chalice 3- Never Ending World 
4. Don’t Dis The Woman 5- Rest Your Head On My Shoulder 


Artists Only! Records 580 Broadway, Suite 910. New York, NY 10012 
All rights reserved Unauthorized duplication is a violation of applicable laws, 
copyright: 1999. printed in Canada 






RECOI 


•>i 


'BOBQTS" 

The Dialect of 
PAUL KEEN5-DOUGLAS 


Side One 


PKD 006 

® & © 1983 


Dis Bajan Girl 
Last Lick 
Peltin’ 

De Sugar Problem 

Publishers: Good Vibes Records & Music Ltd. 
All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting, 
end copying of this record prohibited. 

Made in Barbados 

.All tunes composed by Paul Keens Douglas 


RECORDS 

"BOBOTS" 

The dialect of 
PAUL KEENS-DOUGLAS 


Side Two 


PKD 006 

(F) & © 1983 


Tanti An’ De Fire 
Windjammers 
De Dry Bones 


Publishers: Good Vibes Records & Music Ltd. 

All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting, 
and copying of this record prohibited. 

Made in Barbados 

II tunes composed by Paul Keens Douglas 


NEW GBeATKW RECORDS 


LUIS PERICO ORTIZ 
Lo Mejor De Luis Perico Ortiz 


LADO A 
33 1/3 RPM 
STEREO 



NEW GBBAT10N RECORDS 


LUIS PERICO ORTIZ 
Lo Mejor De Luis Perico Ortiz 

LAOO B 
33 1/3 RPM 
STEREO 


1. - DE PATITAS 5:56 
(Ramon Rodriguez) 

2. - SE LLORA Y LLORA 5:26 
(Ramon Rodriguez) 

3. - LO Q.UE DUELE MAS 5:01 

(Charytin Goyco) 

4. - ALLI MORIRE 5:43 
(Luis Ortiz) 



ONE MORE TIME WITH FEELING 
DAMITA JO 



LN 24164 

NONBREAKABLE 


SIDE 1 


XEM 110306 


1. AIN’T NOTHIN’ WRONG WITH THAT -C.T. Young- 

2. SHOW ME A MAN (I can Look Up To) -R. Clark- 

3. WHISPERING GRASS (Don’t Tell The Trees) 

-F. Fisher - D. Fisher- 

4. SOMETHING YOU GOT -C. Kenner- 

5. I ALMOST LOST MY MIND -I.J. Hunter- 

6. GOTTA TRAVEL ON -T. Six - L. Ehrlich - 
D. Lazar - P. Clayton- 


Produced by Bob Morgan 


EPIC , 


ONE MORE TIME WITH FEELING 
DAMITA JO 



LN 24164 

NONBREAKABLE 


SIDE 2 


XEM 110307 


1. I NEED YOU SO -I.J. Hunter- 

2. I FOUND A NEW BABY -J. Palmer - S. Williams- 

3. MAKE SOMEONE LOVE YOU -M. Garson - B. Hilliard- 

4. TOMORROW NIGHT -W. Grosz - S. Coslow- 

5. MY HEART TELLS ME 


-M. Gordon - H. Warrem- 

6. THAT OLD GANG OF MINE 

-B. Rose - M. Dixon - R. Henderson- 


Produced by Bob Morgan 



SD 1312 


THE GENIUS OF RAY CHARLES 

1. LET THE GOOD TIMES ROLL 
Theard-Moore 

2. IT HAD TO BE YOU— Kahn- Jones 


ATLANTIC 


3. ALEXANDER’S RAGTIME BAND 
Irving Berlin 

4. TWO YEARS OF TORTURE 
Mayfield-Morris 

5. WHEN YOUR LOVER HAS GONE 
E. A. Swan 

6. DEED I DO — Hirsch-Rose 



(ST- A- 591 61) 




THE GENIUS OF RAY CHARLES 




12 


D 




1. JUST FOR A THRILL 
Armstrong-Raye 

2. YOU WONT LET ME GO 
Allen-Johnson 


ATLANTIC 


3. TELL ME YOU’LL WAIT FOR ME 
Brown 

4. DON’T LET THE SUN CATCH 
YOU CRYIN’— Joe Greene 

5. AM I BLUE— Clarke-Akst 

6. COME RAIN OR COME SHINE 
Mercer-Arlen 

(ST-A-59162) 
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HS-600-123 


DIZZY GILLESPIE GOES HOLLYWOOD 

Produced by Hoi Mooney 
Arranged by Billy Byers 

\Yl. MAIN THEME FROM “EXODUS" - 2:38 

2. MG^N RIVER From “Breakfast At T iffanyV 

3. CAE^AJR AND CLEOPATRA THEME From7h/20th 
CenturyjRox Film Production “C leopatra^ y 3:07 

\ 4/tNbNLOF WINE AND RQSES^2**15 


t>£ 
5. WAC 




OR: MER 


CUP V 


o 




CUZZY GILLESPIE GOES HOLLYWOOD 

y Produced by Hal Mooney 

\ Arranged by Billy Byers 

\\l. MORE Theme From '“Mondo Cone” - 2:43 / 

\\2. LOVE THEME FROM LOLITA // 

3.XHEME FROM PICNIC From The Columb^' 
Picture ““Picnic*' - 2:21 // 

X^HEVER ON SUNDAY .3:02-// 

5. THE^EJFROM LAWREJlCj^&F 


6. CARIOCA (FLYING DOWN T 
>-, RIO) - 2:53 






1. AY NO DIGAS- 

Chris Montez, Billy Meshel 

2. SOMEBODY LOVES YOU- 
Chris Montez, Billy Meshel 

3. AMOR Y PAZ- 

Chris Montez, Billy Meshel 

4. CUANTAS VECES- 

■ Chris Montez, Billy Meshel 

5. YESTERDAY I HEARD THE RAIN 
A. Manzanero, Gene Lees 

©1974 CBS, Inc. 


J?. RO % 


CHRIS MONTEZ 


YS 1411 

STEREO 


SIDE 1 

(CYS T411-AS) 


f 


ironies Inc. by c °'“ 






1. NO ONE KNEW- 

Chris Montez, Billy Meshel 

2. MONA LISA- 

Jay Livingston, Ray Evans 
\ 3. DOLORES, DOLORES- 

Chris Montez, Billy Meshel 

4. HEART AND SOUL- 

Frank Loesser, Hoagy Carmicha 

5. A LITTLE B I T OF SOAP- 

©1974 CBS, Inc. 




CHRIS MONTEZ 


SIDE 

(CYS 1411-BS; 




° r Ca >tronics Inc. by c °^ 







RECORDS 
NEW YORK 


JULIO JARAMILLO 


ORASACION — OHIX — ECUADOR 

L 


PLP.-1©$ 
UOO A 



Hi fidelity 


1. RONDANDO TU ESQUINA 

CCharle) Sotero Tange 

2. DE UN VIEJO AMOR 

Holers 

3. QUEMA ISAS CARTAS 

(A. Consenting) Vats 

4. PSNSANDO EN Tl 

(A. Stoles) Vais 

5. SECRETO AMOR *®i*« 




RECORDS 
NEW YORK 


JULIO JARAMILLO 

GRABACION — - ONIX — ECUADOR 


RLP.-109 
IADO B 



1. OEBEMOS SEPARARNOS 

(Mario Cavagnaro) Vais 

2. CARTA A ME MADRE 

(B. Capo) Bolero 

3. RECORDANDO UN PASADO 

(6. Sanfiesteban) Vais 

4. ADSOSAMOR 

(R. Caceda) Vais 


5. CORAZON NO LLORES 

(R. Hernandez) Bolero 




POST OFFICE BOX 521 
NASHVILLE. TENNESSEE 37203 




n 


GWOOD 




RIVER? 

3. AMAZING GRACE 

4. INTO THE WOODS MY MASTER WENT 

5. I’M ON MY JOURNEY HOME 

331/3 

® 

MADE IN USA 






MORNING 








POST OFFICE BOX 521 
NASHVILLE. TENNESSEE 37203 


WEDGWOOD 
I TRIO 


Y 


• V. 


746-238 


6. WE AR 

7. GO TELL IT 


LADDER 


8. AND AM I BORN TO DIE? 






9. JUST A CLOSER WALK WITH THEE 
0. OH, SINNER MAN 


33'/ 3 

<® 

MADE IN USA 
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Claudel - 
HONEGGER 

LA DANSE 
DES MORIS 

Oratorio 

Dialogue - Danse des morts 
Lamento — Sanglots — 

La r6ponse de Dieu — 
Esp6rance dans la Croix - 
Affirmation 

JEAN LOUIS BARRAULT, Le Recitant 
CHARLES PANZERA, baryton 
ODETTE TURBA-RABIER, soprano 
ELIETTE SCHENNEBERG, mezzo soprano 

ORCHESTRE DE LA 
SOCIETE DES CONCERTS 
DU CONSERVATOIRE 

CHORALE YVONNE GOUVERNE 

direction : 

CHARLES MUNCH 

violon solo : 

Andr6 Pascal 

® 1941 

Path6 Marconi EMI 



HONEGGER ^ 

SYMPHONIE N° 2 
POUR ORCHESTRE 
A CORDES 


1. 1 e r Mouvement : 
molto moderato 

2. 2eme Mouvement : 
adagio mesto 

3. 3eme Mouvement : 

vivace ma non troppo - Presto 


ORCHESTRE DE LA 
SOCIETE DES CONCERTS 
DU CONSERVATOIRE 

direction : 

CHARLES MUNCH 


® 1944 

Pathe Marconi EMI 


lU 2 
U § 

< B 

(/) o 
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SOUNDSlAGt 


THREE LITTLE GIRLS IN BLUE 


SIDE 1 


ORIGINAL MOTION PICTURE SOUNDTRACK 

1 . OVERTURE 

THREE LITTDE^sIRLS IN BLUE... Vocal Group 
A FARMER'S LIFE IS A~VE*Y MERRY LIFE. ..Vera-Ellen, 
June Haver and Vivian Blaine 

2. ON THE BOARDWALK (in Atlantic City). ..June Haver, 

Vivian Blaine and Vera-Ellen 

3. THREE LITTLE GIRLS IN BLUE (Reprise). ..June Haver, 

Vivian Blaine and Vera-Ellen 

4. OH MY LOVE. ..Vocal Group 

5. I LIKE MIKE.. .Vera-Ellen 

6. SOMEWHERE IN THE NIGHT.. Vivian Blaine 

7. IF YOU CAN'T GET A GIRL IN THE 
SUMMERTIME. ..George Montgomery and June Haver 

Lyrics by Mack Gordon, 

Music by Josef Myrow "This Is Always," 

Music by Harry Warren 



ORIGINAL MOTION PICTURE SOUNDTRACK 


1. YOU MAKE ME FEEL SO YOUNG. ..Vera-Ellen, 
Charles Smittvand Vocal Group 

2. THIS IS ALWAYS... June Haver and 

George Montgomery 

3. ALWAYS THE LADY. ..Celeste Holm 

4. FINALE. ..Cast 

Lyrics by Mack Gordon, 

Music by Josef Myrow 
"This Is Always," 

Music by Harry Warren 


THE WHIZZ KIDDS 



ANYDAY NOW 

HOW MANYHEARTBREAKS ? 
GET THE FEELING 
STOLE YOUR HEART 
COME AND SEE ME 


©® 1 982 R.i.m.a. Records 


RRB-001 




records 


THE WHIZZ KIDDS 


pfcf r IC(T$) 


PtHPlNC 


YOU GOT ME GOING 
GO AND SAY GOODBYE 
THE SONG YOU WROTE 
YOU CAN STILL ROCK 


SIDE TWO 


©@ 1 982 R.i.rn.a. Records 




1. Evening In The Park 
(K. Drew) 

2. Autumn Leaves 
(Cosma) 

Licensed by 
Steeplechase Records 

Produced by Nils Winther 


INNER CITY 


Side One 
1C 2048 

® 1976 INNER CITY 

' 

KENNY DREW TRIO 

# ' \ 

Morning 


C300V 



Side Two 
1C 2048 

® 1976 INNER CITY 


KENNY DREW TRIO 


Morning 


1. Morning 
(P. Carsten) 

2. Isn’t It Romantic 
(Rodgers/Hart) 


Licensed by 


Steeplechase Records 
Produced by Nils Winther 


INNER CITY 


A0023 




STAN GETZ 

and 

j. J. JOHNSON 

at the 

OPERA HOUSE 


1. BILLIE'S BOUNCE 
(Parker) 

Savoy Music Co.-BMI 

2. MY FUNNY VALENTINE 
(Rodgers- Hart) 

Chappell & Co., Inc.-ASCAP 

(Under the personal supervision of Norman Granz) 



MG V-8265-A 

(50,584) 0 .S>‘ 

f C °J?DS / | NC. M A Dt 







j. J. JOHNSON 

at the 

OPERA HOUSE 


1. CRAZY RHYTHM 

( Meyer- Kahn-Caesar) Harms, Inc. - ASCAP 

2. YESTERDAYS 

(Kern-Harbach) T. B. Harms, Co. -ASCAP 

3. IT NEVER ENTERED MY MIND 
(Rodgers- Hart) Chappell & Co., Inc. -ASCAP 

4. BLUES IN THE CLOSET 

(iPettifcsril) Orpheus Mus., Inc. 8 MI 
(Under the personal supervision of Norman Gram) 


r 


MG V-8265-B 

(50,585) »)> 

fCO *OS,,NC. MAOt"* 


Freddv Kenton-milagros-Los Hilos 
merengues caiientes 


TH-AM 2397 
©1986 


LADO A 
33 1/3 RPM 
Stereo 




4 . 


1. -Samba Palenque / Freddy Kenton 
(Joaquin Torres) Arr. Ramon Orlando 
2.-Curucuchu Los Hijos 
(Emilia Herrera) Arr. R. Orlando 
3.-Quedate Con Ella / Milagros 
(R. Diaz) Arr. R. Orlando 
4.-La Cuca / Freddy Kenton 
(Eduardo Sanchez) Arr. Leo Pimentel 




*6 




° S INC. 10124 N W. 80 


V\'» 
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Freddy Kenton-miiagros-Los Hues 
merengues catientes 


TH-AM 2397 
©1986 


LADO B 
33 1/3 RPM 
Stereo 





WARNING: These tracks are promotional reproductions 
only for qualified professional disc jockeys and remix 
service subscribers adhering to the terms of the 
subscription agreement. Duplication, copying, reselling 
or any other misuse will result in criminal prosecution 
(All rights retained by the ongina! label and/or producer. 
Not for commercial sale.) 


SIDE A STEREO 
WM-91 33i/3 RPM 




1. Err Time-Nelly Feat, Jung Tru & Kiny Jacob 5:09 BPM 103 

(Nelly-Jung Tru-King Jacok}€>2005 Universal 

2. Just A Lil Bit-50 Cent 4:53 BPM 97 

(C. Jackson-S. Storch)®2005 Shady, Aftermath, Interscope 

3. Loose Call-Missy Feat. Ciara 4:45 BPM 125 

(M. ElliotJ©2005 Atlantic records 
DJ USE ONLY, NOT FOR PUBLIC 
DISPLAY CR COMMERCIAL USE 
ASCAP/BMt/SESAC 

WICKEDMIX.COM 



WARNING: These tracks are promotional reproductions 
only for qualified professional disc jockeys and remix 
service subscribers adhering to the terms of the 
subscription agreement. Duplication, copying, reselling 
or any other misuse will result in criminal prosecution 
(All rights retained by the original label and/or producer 
Not for commercial sale ) 


1. The Jump Off-Marques Houston Feat. Ying Yang Twins 4:26 BPM 105 

(M. Houston-J. Smith-D. Holmes-E. Jackson-C. Love-L. Jefferson)®2005WEA International 

2. Hate ft Or Love ft (Remix)-Game 
Feat. 50 Cent & Mary J. Bfige 4:52 BPM 100 

(J Taylor-C. Jackson-A. Lycn-M. Valenzano-M. Bilge) 

©2005 Aftermath-G Uint-lnterscope 

3. Don't Act Right-Fantasia 
Feat. Jazze Pha 4:51 BPM 97 

(P. Alexander-J. Austin-Z. Waiiace- 
C. Pettaway)®2005 J Records 
DJ USE ONLY, NOT FOR PUBLIC 
DISPLAY OR COMMERCIAL USE 
ASCAP/BMI/SESAC 
WICKEDMIX.COM 


" LA PISCINA ” 

CONJUNTO QUISQUEYA 


LADQ A 

33 1/3 RPM 
STEREO 



VIVA— 1 504 

License From: 
VIVA 


* 


& 


y. 


1- La Piscina 

CChico Alejandro] 

2- Garza Blanca 

CCCristobal Negron] 

3- Me Muero Por Ti 

CChico Alejandro] 

4- Marie 

CCid-Guerriro / Dito-Ceninha] 
CEspahol] 

°*£ to „ m 

S,c C OR P., 1535 


, v 


> v 




VIVO 

RECORDS 


LA PISCINA ” 

coNJumro quisqueya 


LADO B 

33 1/3 RPM 
STEREO 


VIVA-1 504 

License From: 
VIVA 


CD.R.) 

- Porque Se Fue 

(Palito Ortegal 

- Santa Barbara 

ina y Reutilio} 

nchera 

andro) 


CORP., 153% 


H ^ 






v 1.— EL AUMENTO 

(D.R.)/Arr.: Bertico Sosa 

2 -Ml FRACASO 

(Juan Gabriel )/Arr.: Bertico Sosa 

3.— CONTIGO NO 

(A. Jaen)/Arr.: Daris 

4.-SENORA MELANCOLIA 

(W. Morales) 

Arr.: Daris 


09° 


n de 404 • Sto 




CFJKLDj IlrfllillSL 
Zs 
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RECORDS 


LADO B 

M— 024 


MUJERES CONMIGO VAN ACABAR 

(D.R.)/Arr.: Bertico Sosa 

2.-DUDAS 

(D. Verdaguer/A. Miguel/G. Carballo) 

Arr.: Daris 

3.-A Ml NO ME IMPORT A 

(Jose R. Flores)/Arr.: Bertico Sosa 

4. -NAD IE COMO YO 

(Zafiro)/Arr.: Daris 
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Produced by: 
E. J. Robinson 
for Top Rank 
Records Ltd., 
Montego Bay 
Tel: 952-1216 



Made in Jamaica 
Distributed by: 
Dynamic Sounds 
15 Bell Road, 
Kingston 11, 
jamaica. 

Ph: 923-9168 
923-91 38^ 
/T 

/ 

SHARON PREGNANT AGAIN 4 




Produced by: 
E. J. Robinson 
for Top Rank 
Records Ltd., 
Montego Bay 


Made in Jamaica 
Distributed by: 
Dynamic Sounds 
15 Bell Road, 
Kingston 11, 






Distributed by : 


* Produced by : 
A. JOHNS 
Arranged by : 
E. PARKINS 







Produced by : 

A. JOHNS 
Arranged by : 

E. PARKINS 
Distributed by : 
DYNAMIC SOUNDS 
15 Bell Road 


Version 


Disco 45 R,P.M. 





VJUII IVJ II I Ivl v 

(Clay Graham) Malaco Music, BMI/Clay Graham Assoc., B&/II 

2. Reach Out 4:30 

(Major Roberson) Malaco Music, BMI/Wolfe City Music. BMI 

3. Illusion 4:24 * 

(Major Roberson) Malaco Music. BMI/Wolfe City Mi/sio, BMI 

4. Old Ship 3:39 

(Traditional, arr. Major Roberson) Malaco Music, BMI& 

V, Wolfe City Music, BMI 4$?. i 'M-A 

5. Stay on the Line 3:50 * . 

(Major Roberson) Malaco Music, BMI / j£-> 

( Wolfe City Music, BMI Jr ^ ^ i 

@©1987 MALACO INC. 

^^/ STr IBUTED BY MM> c ° 




; 


1. Barnyard 9:43 

(Clay Graham) Malaco Music, BMI/ 
Clay Graham Assoc., BMI 

2. Tell the World 5:23 
(Ben Chandler) Malaco Music, BMI 

3. Are You For Real? 5:06 
(Clay Graham) Malaco Music, BMI/ 
Clay Graham Assoc., BMI 


©©1987 MALACO INC. 
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*"HJS MASTER S VOICE” 

Verdt IL TROVATORE (Highlights) 
(Selected by the Metropolitan Opera) 


1— ABBIETTA ZINGAf A 2 — TACEA LA NOTTE PLACIDA 

Act II 

3 — ANVIL CHORUS; STRIDE LA VAMPA! 

4 — MAL REGGENDO 

5— IL BALEN DEL SUO SORRISO 
Giorgio Tozzi, Bass', Laura Londi, Sop. 

Leontyne Price, Sop.', Rosalind Elias, Mezzo-sop. 
Richard Tucker, Ten.', Leonard Warren, Bar. 

Rome Opera House Orchestra and Chorus 
Arturo Basile. Conductor 






-s-sssdfc:., *m «# *!■ > in* 

.. M(S MASTa |. s voter* 

Verdi IL TPQVATORE (Highlights) 
(Selected by the Metropolitan Opera) 


In Italian 


Act III 

I — AH, SI, BEN MIO; Dl QUELLA PIRA 
Act IV 

2— D'AMOR SULL'ALI ROSEE 
MISERERE; UDISTE? COME ALBEGGI 

3— Al NOSTRI MONTI 

Richard Tucker, Ten.', Mario Carlin, Ten. 
Leontyne Price, Sop.’, Leonard Warren, Bar 
Rosalind Elias, Mezzo-sop. 

Rome Opera House Orchestra and Chorus 
Arturo Basile, Conductor 
(Recoi 


TME 


TERMEDIA 
INTERMEDIA 
INTERMEDIA 
INTERMEDIA 

A Division of SOUNDWAVE, Inc 

JOE TURNER 

Rock This Joint 


SIDE ONE 

©® 1982 


QS-5008 


STORMY MONDAY BLUES 

Aaron (T Bone) Walke r 

ROLL ‘EM PETE 

Pete Johnson 

SHAKE, RATTLE AND ROLL 

C Gaihonn 

WHEN THE SUN GOES DOWN 

(P D ) An Joe Turnei 


'At, 


^MT£d/a RECOBt© 




o- 


ERMEDIA 
NTERMEDIA 
INTERMEDIA 
INTERMEDIA 

A Division of SOUNDWAVE, Inc. 

JOE TURNER 

Rock This Joint 


SIDE TWO 

©® 1982 


QS-5008 


MORNING, I^OON AND NIGHT 

■ C Calhoun • 

HIDE AND GO SEEK 

C: Calhoun . 

HOW LONG BLUES 

(P.D.) Aft: 'Joe Turner - ' ' 




^eo/A recobo^ 
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MUSICAL HERITAGE SOCIETY 


ROMANTIC MUSIC for TWO PIANOS 

225 STEREO 

W 33 1/3 R.P.M. 

Camille saint-saens 1 1 

Danse Macabre, Op. 40 
SERGEI RACHMANINOFF 

T ar^ntpll a 

EMMANUEL CHABRIER 
Trois Vaises romantiques 

Edith HENRICI & / 

Hans-Helmut SCHWARZ, Pianos / 



MUSICAL HERITAGE SOCIETY 


ROMANTIC MUSIC for TWO PIANOS 


STEREO 
33 1/3 R.P.M 


JOHANNES BRAHMS 
Variations on Theme of Haydn, Op. 56 b 
Duo di Heidelberg 
FRANZ LISZT 

Concerto Pathetique in E Minor 

Edith HENRICI & 
Hans-Helmut SCHWARZ, Pianos 
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MUSICAI^^ 

heritage society 
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JOHANNES BRAHMS 

MM! nil. . : ^imo 
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MV's S P.M. 

XSV 103704 


1 

\ 
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QUINTET FOR CLARINET AND STRINGS 
IN B MINOR, OP. 115. 

1. ALLEGRO 

2. ADAGIO 

3. ANDANTINO - PRESTO NC ASSAI, 

MA CON SENTIMENT© 

Jacques Lancelot, Clarinet 
Munich String Quartet 

, Licensed by Erato S 


SV* : 





•' ; A s 


THE MUSICAL 


r%,%sX'S 


' 


HERITAGE SOCIETY 



\7 

> 


C_i< : 
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JOHANNES BRAHMS 
ttS 7 6 7 S V* " m t 

Si' ’ ■ V ) 

• ; string: 

I hi ?j ■••:■. ■ ; • - 

... se '• 

fbbJ • -• . ' . >. :• ■ • • 

FOR C 

!. All - RETTD ■ ; :• WMO 

3. ANDANTE ESPRESSIVO CON TENEREZZA > 
4. ALLEGRO MARGATO ■ MENO MOSSO 
^^acques Lancelot, Clarinet - Geers Schmid, Viola^^ 

MatUa Rusy, jr 

Munich Strinq Quartet 

jfiv Usshsitf by frr<L ** 
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SACRED CHORUSES 


Handel Messiah HALLELUJAH CHORUS 
Brahms A German Requiem: HOW LOVELY IS THY DWELLING PLACE 
, Mozart Requiem LACRIMOSA j 

\ Beethoven Missa Solemms: KYRIE 

\ Members of The Cleveland Orchestra 

The Cleveland Orchestra Chorus 
Robert Shaw. Conductor 

4. Sara Endich, Sop.-, Florence Kopleff, Contr. 

Jon Humphrey, Ttn., Thomas Paul, Bass 

1. 4:08 2.6:32 
1 3:54 4 9 : 19 - 




SACRED CHORUSES 


(M2RP-3588) [ 


Haydn The Creation THE HEAVENS ARE TE 
Mendelssohn Elijah: HE WATCHING OVER IJ 

Schubert Mass in G: CREDO 
Bach St. Matthew Passion: REST WELL 

Members o? The Cleveland Orchestra 
The Cleveland Orchestra Chorus 
Robert Shaw-. Conductor 

1. Sara Endich, Sap. - Jon Humphrey. Ten 
Thomas Paul, Hass 

1.4:21 2.4:09 

3.6:59 4 8:2-3 
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SIDE 2 


RED SEAL 
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“NEW ORTHOPHONIC" HIGH FIDELITY 
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Band 1 — THE SORCERER'S APPRENTICE 


\ 


SIDE 1 

tED SEAL 


S*ini‘Saifns 

Bond 2 — OMPHALE S SPINNING WHl 
Boston Symphony Orchestra 

, 
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STRING QUARTET 
IN A MAJOR 
(K. 464) 


Long 

Play 


I 


HCR 5200A \ 


Allegro 

Menuetto 

Andante 

Allegro non troppo 



] Side 1 

t 

Rec. in Stuttgart 
30:10 min. 


38 % 

rpm 
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BARCHET QUARTET 

(REINHOLD BARCHET - WILL BEH 
HERMANN HIRSCHFELDER - 
HELMUT REIMANN' 


o' 






Jj 


'&St 


r>< ^ $t., Mineola, L.1-* ^ 


S. 
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Long 

Play 


STRING QUARTET 
IN C MAJOR 
(K. 465) 


HCR S200B 



Side 2 

Rec. in Stuttgart 
28:41 min. 


ssYs 

rpm 


Adagip - Allegro 
Andante cantabib 
Menuetto (Allegretto) 
Allegro molto 


\ 










Vs 


BARCHET QUARTET 

(REINHOLD BARCHET - WILL BEH - 
HERMANN HIRSCHFELDER - 
HELMUT REIMANN) 
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Sn “St. Mine0 |. L.I-. 
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HIS MASTCI I VOKC 


(PRRM-3326) 


Concluded 

Boston Symphony Orchestra 
Erich Leinsdorf, Conductor 
Joseph Silverstein, Violin Solo 
James Stagliano, Horn Solo 
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MY PILLOW 
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Marketed 4 Distributed 'Bv . > 
World iMrrpriir Records 
4714 Chirch Avenue *.* 
Brooklyn, New York 11203' 

<71 m 2W2-7709 <7W 2H2-7H42 
Tele*. 49?3T0MWORLf>tH . 

Produced By 
Prince Jazzbo 


WoritT <-(Herpi Her »i ,i* 
Is* Plrror. 2 t rary fir»de 
Ctiven Park Riud, H^vidr 
bohdon NW 10 ISC 
01 . 963^407 . 


SIDE 8 
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° AN re servados todos lOS 



" QUE SUENE LA FLAUTA " 
PACHECO Y SU CHARANGA 
VOL. m 


LADO A 
Stereo 


LPS-99.0B2 
(JM AS 6016) 


1.- QUE SUENE LA FLAUTA (Victor Manuel Hem&ndez) — : 
PITA CAMION (D. en D.) — 3.- EL PINAZO (J. Pacheco-R 
Calzado) — 4.- MENTIRAS CRIOLLAS (Felix Chappotin) — 

> 5.- VUELA LA PALOMA (Felix Reina) / Produoido por: 

% A1 Santiago A “ Special Projects ” Re-Issue 


LOCACION (ALQUILER) 


UUOd Ujf)Z3N3AN30HttW 
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QU£ SUENE LA FLAUTA " 
PACHECO Y SU CHARANGA 
VOL. Ill 


LPS-99.082 

(JMAS6016) 



LADO B 
Stereo 


ACUYUYE (J. Pacheco) — 2.- ROSALIA (Gil Suarez) — 3.- A 
CABALLO (A. Cruz) — 4.- CACHITA (Rafael HemAndez-R. 
Sancristobal) — 5.- ALTO SON GO (L. Martinez Grinan) / 

, Producido por: A1 Santiago — A “ Special Projects ” Re- 
\ Issue - Productor Ejecutivo: Jerry Masucci - 

\ (P) MCMLXXXVIII, Alegre Records, U.S.A. J 
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LOVE DON’T 
ANY MORE 

(M. Gregory) 


PRODUCED BY ERROL MARSHALL & ERROL LEWIS FOR "FEB. THE BEAT' 
RECORDED AT SONIC SOUND RECORDING STUDIO 
MIXED AT MIXING LAB BY COLIN "BULBY" YORK 
PUBLISHED BY: WARAER CHAPH1 MUSIC LTD. 

BYGLAND. © 1997 GREENSLEEVES RECORDS LTD. 





ROBBIE & 


5 


THE TAX GANG 


ROBIN HOOD 


(E. Marshall/ E. Lewis) 


Cb 
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THE VOICES OF IORDAN 

Here are a selection of Gospel songs sung with fervor and 
feeling by a group of young artists who are creating a sen- 
sation wherever they appear. Sincere Gospel renditions soothe 
and stimulate the mind and body and THE VOICES GE 
JORDAN are true exponents of the art. 

Memories of the old time religion will stir and embrace 
you as you recall the Little Church down the road with its 
sights and sounds that permeated the air on a clear, cool eve- 
ning, the Preacher as he majestically preached the sermon and 
grew taller with every word, the choir, as their sad and 
soulful voices drifted through the open windows. All these 
memories return when listening to this album. 

The selections contained herein have been especially ar- 
ranged to exemplify the versatility of the group and the 
results promise a rewarding listening experience. 

Single Records Available 

GOSPEL 1037 — GO TELL HIM WHAT YOU WANT 
MY JESUS LOVES ME 
GOSPEL 1043 — IT'S GETTING LATE 
OUR TRUST IN GOD 

GOSPEL 1049 — A CHILD CRYING TO HIS FATHER 
SHAKE MY MOTHERS HAND 
GOSPEL 1065 — MARY, MARTHA AND LAZARUS 
EVENING SHADES 
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1. Mary, Martha and Lazarus 

2. He's Good To Me 

3. Rock The Cradle 

4. Everythinas All Right 

5 . Evening Shades 

• • 

SIDE B 

1. Talk To Jesus 

2. Shake Mother's Hand 

3. A Child Crying to His Father 

4. Trust In God 

5 . A Christian Testimony 

• • 
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Philo Records encouiages the artist 
to assume full creative control 
of his or her album. 
This record 
is as conceived 
by the artist 





It's been a lew yeats since I made my last album and, 
periodically. I would get anxious and somewhat distiessed 
because I wasn't making another one. Alter all. finding a 
company that would go along with giving me complete contiol is 
a pretty hard thing to do. But. then I would think about the lact 
that I didn't yet have the songs together to present the concept ol 
this album, anyway. I knew I wanted a sequence and an 
anthology ol short stones that could loosely hang together. I 
realised a while back that it took time to either hear the right 
songs when they came along or to write them. 

It was truly exciting to come upon a company like Philo 
Records who (while having all the most advanced recording 
equipment that any large company would have) are committed to 
allowing the artist complete freedom in putting together an 
album. This policy is diametrically opposed to that of the big 
companies. A person must be a star first before a large company 
will consider them bright enough to know what they are doing. 

I'd like to thank Bill and Mike and the people ol Philo, Al 
McKenney. all the musicians who played (special thanks to Abby 
for playing in F* ), and everyone who helped me to make this 
album. 

Maty McCaslin 
Vermont, 1973 

About the Songs 

I find it hard to compose some sort ol a series of essays 
depicting my feelings concerning each song. That's what the 
songs aie supposed to do. Besides, everyone should take what 
they can get from them. To me, songs do one or both ol two 
things, usually both. They either take the listener away to another 
place or time; or else, they hit home in some way and the listener 
identifies with that song or some statement in the song. Or, like I 
say. the song does both . . 

So. I'll just mention a lew things concerning these songs . . 

"Oh Hollywood'' was written by a good friend, named Bob 
Simpson. The stars in the sidewalks (for anyone who has never 
been to, or heard much about Hollywood) are a tourist's delight. 
They run all along the sidewalks on both sides of Hollywood Blvd. 
(and some other streets around there) in the section ol Los 
Angeles known as Hollywood. Along with each star is the name ol 
either a movie star, such as John Wayne or Elizabeth Taylor; a 
recording star, such as Vaughn Monroe or Patti Page; or a 
television star, such as Jack Webb or Donna Reed. Hollywood 
Blvd. is full of tourists walking into each other and Jesus freaks 
passing out their bible tracts. The whole town is full of people 
trying to make it in either the music business or the acting 
business. 

"Waiting'', by John Edlund and Maury Manceau is a song I wish 
I had written. It certainly conveys the frustration and confusion 
any musician probably feels most of the time when dealing with 
the music business and its whims. You have to be prepared to 
"hurry up and wait" when you decide to make a living at 
music-or when you become romantically involved with someone. 

The arrangement lot "Waiting" is based on one by three friends 
ol mine: Maury Manceau, Bruce Buell, and Craig Saxon. I've 
changed a lew words to make it more singable for me. 

I love the old rock ¥ roll hits of yester year. "Let it Be Me" was 
always one of my favorites, as were so many of the Everly 
Brothers' recordings. 



I think Randy Newman's "living Without You" is pretty plain. I 
substituted the word "traffic" for "subway" when I decided to 
sing the song. Theie are no subways in Los Angeles. 

"Way Out West" is one of the first songs I wrote. I tried to paint 
a pictuie of the part of the west where I wanted to be. 
Three-quarter time ballads ate not the only way to create that 
picture; in lact. for this song, I don’t think three-quarter time 
would have worked. The chords would have been the wrong color 
and couldn't have blended with the woids. I love story songs and 
this was my first attempt at writing one. 

"Down the Road" is just a little song about travelling aiound 
the country and singing. It needed to move the same way that 
"Way Out West" did, so I could keep the feeling ol that kind of 
travelling along motion. 

"The San Bernardino Waltz" and "Ballad of a Wanted Man" aie 

my three-quarter time story ballads. I even sometimes think of 
them as outlaw ballads. 

When I wiote "Circle of Friends", it started out as a pretty 
bitter song. But, as I got toward the end, it became much more 
mellow, because I realized how fortunate I am to have my circle 
of friends. 

"Northfield” is about a feeling. So many people have the 
attitude that they must give up everything and everyone to "be 
free". I just wonder if the price is worth it. 

It took me a long, long time to finally write "Young Westley". It 
could fall into the outlaw ballad category, too- but it is also a 
love song, 

About Maiy McCaslin 

We moved to California (the suburbs of Los Angeles) when I 
was six yeats old. I had always loved westerns on TV, and was 
excited to be moving out west where there would be wide open 
spaces and cowboys and horses. However, L.A. didn't quite turn 
out to be like that. 

I grew up listening to country and western music and 
rock'n'roll. I always had music in my head. In fact, my father 
once said that if I ever fell and split my head open, little guitars 
and horses and records would tall out. 

I loved Matty Robbins' western ballads, but could never 
imagine myself singing about gunning down someone with a long 
barrelled gun in the name of law and order, or because I was 
goaded into it, or to satisfy a grudge. But the music-all those 
three-quarter time ballads— painted beautiful pictures. The 
tawny colored prairie, windy starry nights, and jagged 
badlands-those are the pictures I saw. 


About the Tunings 

I used four guitar tunings other than standard tuning on this 
album. I used Open D, Open C, Open G minor, and an E 9th 
tuning. 

0 

The Open 0 looks like this: A 

F# 

D ) 

A > Bass 
07 Strings 




The Open C like this: C 
G 

G > Bass 
C 7 Strings 

.J ° h 

The Open Gm: B® 

G 

G > Bass 
0 7 Strings 

For the E 9th tuning, only one string is tuned differently. 
E 

It's like this: B 

F# 

D \ 

A > Bass 
E / Strings 

Use the Em position and it makes an E 9th chord. 


Mary McCaslin 

all vocals, lead guitar 

Jim Ringer 

rhythm guitar 

Jay Ungar 

fiddle 

Doug McClaran 

piano 

Martin Grosswendt 

dobro 

Abby Newton 

cello 

Paul Combs 

bass 

Produced by 

Mary McCaslin & Bill Schubait 

Engineered by 

Bill Schubart, Mike Couture 


& Allied Gertler 

Front Cover 


Photography 

Fred Hill 

Design 

Huston Associates 


1. Music Strings / Oh Hollywood 
Maty McCaslin/Bob Simpson 4 14 
[guitar in C tuning) 

2. Waiting-John Edlund -Maury Manceau 3:34 

3. Let It Be Me-Becaud-Delano 3:00 
[guitar in G minor tuning] 

4. Living Without You-Randy Newman 2:01 
[guitar in C tuning) 

5. Way Out West- Mary McCaslin 4:14 
[guitar in E 9th tuning] 

SIDEB 

Down the Road 

1. Down the Road- Mary McCaslin 2:25 
[guitar in D tuning] 

2. San Bernardino Waltz-Mary McCaslin 2:21 

3. Circle of Friends- Mary McCaslin 4:39 
[guitar in D tuning] 

4 . Ballad ol a Wanted Man-Mary McCaslin 2:57 

5. Northfield- Mary .McCaslin 2:45 
[guitar in C tuning, rhythm guitar in G] 

6. Young Westley-Mary McCaslin 5:09 
[guitar in D tuning] 
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MICHAEL FRANKS 


OhS BAD HABIT 


BASEBALL 

Ev'ryone sings, "Home of the 
brave and land of the free" 
You've had twenty wins and one 
save, now you're up against me 
How can I keep control of my 
nerves? The way you wind-up 
when you 

Throw me those curves? 

I hear him yell, "striked and it's a 
good call 

it's so hard to keep my eyes on 
the ball 

( chorus ) 

On the baseball 
Love is just like baseball 
AH it is is baseball 
Love is just like baseball 

You have played with me like a 
pawn 

For most of the night 
How'd you get your uniform on 
So perfectly tight? 

You struck me out twice 

/ singled but died 

Then you made me pop up 

By sneakin' inside 

I'm gonna change that sneer to 

respect 

Make your eyes open wide 
When you feel me connect to the 
baseball 

Here / am behind in the ninth 

The count's 3 and 2 

End the game like Beethoven's 

NINTH 

Is what I must do 

So now that we're here 

Alone in the dark 

I'm gonna send this 

Right out of the park 

If I was you I'd leave it alone 

‘Cause I'm fearin' 'round third 

Slidin' towards home 


INSIDE YOU 

Remember, when your kite hits 
the ground 

And your smile turns upside 
down 

It's only going on inside you 
Whenever the libretto won't do 
And all the notes become too 
blue 

Remember there's a song inside 
you 

( chorus ) 

Cara mia, if you're ever lost at 
sea 

Just call on me 

You always have my love to 

guide you 

When you give more than you're 
gettin' 

When the tempest starts to 
threaten 

You always have my love to hide 
you 

You always have my love inside 
you 

Whenever you are feeling some 
curse 

And you get locked into reverse 
Then just send up a flare and I'll 
find you 

Or anytime your engine won't 
start 

From running on a broken heart 
Remember that the past is 
behind you 

ALL DRESSED UP WITH 
NOWHERE TO GO 

The night / met you 
We were tryin' to define 
What "hip" meant 
How could / forget you 
You were shakin' all that fine 
Equipment? 

Listen you, 's' been a week or two 
And still you got me waiting 
Anticipating 

Little fawn did you lead me on 
Because you really want it 
Or just to flaunt it 
What you tryin' to do? 

You can't shift this thing 

From high down into low 

It's a shame just a game 

And I'm blamin' you 

'Cause now I'm all dressed up 

and / got 

Nowhere to go 

You're so bitter sweet 

The sign says, "All that you can 

eat" 

But / still ain't seen it 
And I've heard it said 
That a lady dressed in red 
Don't really mean it 
Listen you . . . 


LOTUS BLOSSOM 

So empty like sky 

Without any sun 

Lotus Blossom, don't cry 

You and / were meant to be one 

And though we're apart 

It won't be for long 

/ come to you 

In my song 

So happy we two 

Like sparrows in spring 

Lotus Blossom, it's true 

Me and you like bow upon string 

/ live for the day 

My journey will end 

So / can touch you again 

And in my dream 

You are always there with me 

A Tahitian fantasy . . . 

But then the film just breaks 
And / wake ... 

Lotus Blossom! 

ON MY WAY HOME TO YOU 

Lost my way again 
And it wasn't hard to do 
When I'm away from you 
It seems the meaning runs out of 
my life 

Swept away again like a sailor 

tossed on the tide 

How much longer can / hide the 

pain 

/ feel with you out of my life 

( chorus ) 

And we cut to ending and I'm on 
my way home to you 
That lucky old sun will shine 
again 

On my way home to you 
Suddenly love's so M-G-M and 
I'm on my way home to you 
I'm gonna make you mine again 
On my way home to you 

It's a tragedy. / can't believe / sent 
you away 

Now I can't even say 

How badly / need your love to get 

by 

Guess it's gravity. When you fly 
so high you will fall 
And now we have this wall of 
hurt 

And feelings so hard to get by 

( chorus ) 

And we cut to ending and I'm on 
my way home to you 


ONE BAD HABIT 

Here's my routine, / have retired 
from the late scene 
When midnight rings I'm in bed 
listening 

/ wake up at five; run by the river 

till the sunrise 

/4s ev'ry body knows, I'm 

disciplined 

( chorus ) 

/ just have one bad habit, only 

one bad habit 

Yes / do 

Yes indeed / do 

I just have one bad habit, only 
one bad habit and it's you, 
mama, it is you 

You got some strut 

You're like a hit of something 

uncut 

I'm always bouncin' in the buff 
with you 

It's funk redefined 
And even after we have 
mainlined 

/ just can't seem to get enough of 
you 

LOVING YOU MORE AND MORE 

Mysterioso, how / met you 
Was it the Honolulu night? 

Stars so bright, sea so blue 
Down on Waikiki with my arms 
around you 

With my arms around you 

( chorus ) 

One thing's for sure; I've been 

loving you more and more 

And tor sure I'll be loving you 

more and more 

Yeah, for sure I'll be loving you 

more and more 

And more and more 

It's furioso how you love me 
We jumped the broomstick way 
back when 

Rainbow's end, me and you 
It's against the law when we do 
what we do 


STILL LIFE 

In watercolours the lovers, 
enraptured 

The moment is captured 
The faint light reveals them 
Their closeness conceals them 
The warmth of this scene 
Floats in ultramarine 
It rivets the vision 
It's great composition 

The curve of her hair 
And the manner in which they're 
Embracing leaves no doubt 
Their kiss keeps the world out 
The painter has shown them 
/4s if he had known them 
Consider this sample 
A perfect example of 
Still life 

HE TELLS HIMSELF HE'S 
HAPPY 

Look at him. He dials the number 
Lucky Jim, he's so 
misunderstood 
So he slams it down for good 

( chorus ) 

And he tells himself he's happy 
He tells himself he's happy 
He tells himself he's happy 
He tells himself 

Puddin' tame with Dr. Gizmo 
She's got a pain for which there 
is no cure 

She's a soloist for sure 

( chorus ) 

So she tells herself she's happy 
So she tells herself she's happy 

Look at me, I'm right where you 
left me 

How pitifully / face that empty 
bed 

I'm just hangin' by a thread 
But / tell myself I'm happy 

( chorus ) 

So I tell myself I'm happy 
So you tell yourself you're happy 




Conversation and Inspiration: 
Bruce and Patricia Berg, George 
Gerrity, Astrud Gi/berto, Ron 
Goldstein, Carmela Kassoff, 
Peggy Lee, Johnny Mercer, Mo 
Ostin, Maurice Rodgers, Alan 
Rosenberg, Donna Russo, Ricky 
Schultz, Carl Scott, Sonny Terry 
and Brownie McGhee, Fred 
Valentine, Lenny Waronker, 
Peter Whorf. 



Music has power to loosen the 
grip of obscure emotions. The 
enthusiasm of the heart 
expresses itself involuntarily in a 
burst of song . . . from 
immemorial times the inspiring 
effect of the invisible sound that 
moves all hearts, and draws 
them together, has mystified 
mankind. 

From The I CHING 


SIDS ONE 
BASEBALL 

Horns arranged and conducted 

by Jerry Hey 

Neil Jason: Bass 

Rick Marotta: Drums 

David Spinozza: Guitar 

Don Grolnick: Fender Rhodes 

Piano 

Sylvia Shemwell, Yolande 
Howard and Petsye Powell: 
Background vocals 
Ray Armando: Percussion 

INSIDE YOU 

Strings arranged and conducted 

by Clare Fischer 

Dennis Belfield: Bass 

Rick Marotta: Drums 

David Spinozza: Acoustic and 

electric guitars 

Tennyson Stephens: Pianos and 
acoustic solo piano 
Lenny Castro: Percussion 
Andre Fischer: Percussion 

ALL DRESSED UP WITH 
NOWHERE TO GO 

Horns arranged and conducted 
by Jerry Hey 
Dennis Belfield: Bass 
Rick Marotta: Drums 
Rick Zunigar : Guitar 
Hugh McCracken: Guitar 
Tennyson Stephens: Fender 
Rhodes piano and clavinet 
Ray Armando: Percussion and 
congas 

LOTUS BLOSSOM 

Synthesizer arrangement by 
Larry Williams 
Dennis Belfield: Bass 
Rick Marotta: Drums 
Eric Gale: Guitar 
Rick Zunigar: Acoustic guitar 
George Sopuch: Rhythm and 
electric guitar 

Tennyson Stephens: Fender 
Rhodes piano 

Larry Williams: Synthesizers 
Andre Fischer: Tambourine 

ON MY WAY HOME TO YOU 

Horns and strings arranged and 
conducted by Jerry Hey 
Dennis Belfield: Bass 
Andre Fischer: Drums and 
percussion 

George Sopuch: Guitar 
Tennyson Stephens: Fender 
Rhodes Piano 
Lenny Castro: Percussion 


SIDE TWO 

ONE BAD HABIT 

Horns arranged and conducted 

by Larry Williams and Bill 

Reichenbach 

Dennis Belfield: Bass 

Andre Fischer: Drums and 

percussion 

Eric Gale: Guitar 

David Spinozza: Rhythm guitar 

Tennyson Stephens: Fender 

Rhodes piano 

Larry Williams: Synthesizers 

LOVING YOU MORE AND MORE 

Horns arranged and conducted 
by Larry Williams 
Neil Jason: Bass 
Rick Marotta: Drums 
David Spinozza: Guitar 
Don Grolnick: Fender Rhodes 
piano and clavinet 
Jerry Hey: Flugelhorn solo 
Lenny Castro: Percussion 

STILL LIFE 

Eddie Gomez: Acoustic Bass 
Andre Fischer: Drums 
David Spinozza: Acoustic and 
electric guitars 
Don Grolnick: Acoustic piano 

HE TELLS HIMSELF HE'S HAPPY 

Horns arranged and conducted 
by Larry Williams 
Dennis Belfield: Bass 
Andre Fischer: Drums and 
percussion 
Eric Gale: Guitar 
Tennyson Stephens: Fender 
Rhodes and acoustic piano 
Sylvia Shemwell, Yolande 
Howard and Petsye Powell: 
Background vocals 

Horn Section: Jerry Hey, Larry 
Williams, Kim Hutch croft, Larry 
Hall, Bill Reichenbach 

Jerry Hey, Larry Williams and 
Kim Hutchcroft courtesy of A&M 
Records, Inc. 

Eric Gale courtesy of Columbia 
Records 

Andre Fischer courtesy of Sweet 
Street Productions 


AH songs by Michael Franks 
except "Lotus Blossom" (Music 
by Don Grolnick, Lyrics by 
Michael Franks). 

All Songs © 1980 Warner- 
Tamerlane Publishing Corp. & 
Mississippi Mud Music Co. 
except "Lotus Blossom" © 1980 
Carmine Street & Warner- 
Tamerlane Publishing Corp. & 
Mississippi Mud Music Co. 

Rhythm arrangements by Andre 
Fischer and Michael Franks 
Background Vocals arranged by 
Michael Franks 

Assistant Engineers: Raymond 
Willhard, The Power Station 
Don Henderson, Capitol Studios 
Recorded in December, 1979 in 
New York City and January, 1980 
in Hollywood 

Mastered by Mike Reese at The 
Mastering Lab, Hollywood 
Production Coordinator: Noel 
Newbolt 

Attorneys: Michael Rosenfeld 
and Emily Shenkin 
Business Management: Steve 
Tenenbaum with Maryann 
Wlock, Marty Knecht, Steve 
White 

Tour Management: Bruce Berg 
Booking Agency: William Morris 
On the Homefront: Steve Parzen 
Coaching Staff: Anne and Jack 
Schwarz 

© 1980 Warner Bros. Records 
Inc. Made in U.S.A. 
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Don was our first born. I had many dreams of what he would be. However, when he was a week old and we took him to 
be dedicated to the Lord, I had a spiritual insite into what he would really be. God let me know I was not just dedicating 
him back to the Lord, but to his service, to be used of him. When Don was a small lad he had a sickness and was run- 
ning a very high fever. We prayed for him but nothing happened. God spoke to me to send my husband to bed. I did and 
took Don in bed with me and started praying for him. I was once again reminded that all would be well as he was dedicated 
to the service of God. During the night I woke up realizing that the devil was surrounding the bed, trying to pull Don off. 
My faith did not falter becaused God had told me before what Don would be. I rebucked the devil and victory and healing 
came. While Don was pastoring a church, he began to build houses on the side. He was so good he became in demand. 
Soon it was more houses and less of Gods work. He had his house, his swimming pool, his boat and his airplane;but not 
Gods will for his life. One morning God woke me up at five and dicated a letter Don. What I told him was exactly what 
had happened at the same time I wrote him. Gail had fallen in the swimming pool and was going down for the last time. 
Then Don realized Gods Way is the best way after all. Tho the hours are long, the pay not the best, the trails many, I 
know where Don will be, Giving out the Gospel of our Lord. 

Mom Storms 


What a wonderful feeling to have a son using his musical talent to witness for Christ! As a small boy, Dallas showed 
musical talent by playing many familiar tunes by ear on a small xylophone we had bought for him. A friend who 
taught music heard him one day and said we should be sure and give him piano lessons. So when he was about nine 
years old he talked us into buying a piano so he could take lessons. He did very well and later on learned to play a 
slide trombone and played in the high school band from the sixth grade to the end of high school. All of these years 
we took Dallas to Sunday School and church and he was active in all phases of church work, teaching Sunday School 
and singing in the choir. Then after graduation from high school (1959) a neighbor asked him to play the piano for a 
gospel quartet. He has been playing and singing in gospel quartets ever since. In 1968 he was hired by Don Storms 
to be the pianist for The Kings Keynotes now renamed the Envoys. All while our son was growing up we prayed God 
would lead him to live a Christian life. God has surely answered our prayers. We hope you will enjoy this new 
album and it will help to bring you closer to Christ. 


Mom Henry 


Ronnie was born into our home, the oldest of five children. What a joy it was to have them in our home. Early in 
Ronnie's life there was a response in his heart to the movings of the Holy Spirit. He loved music and constantly 
listened to the recordings of the Blackwoods, Laceys, Palermos, and others. Every Sunday he and his three brothers 
were seated on the front pew, each with his instrument to boost the song service. Ronnie, with his trumpet, Earl, 
with his baritone, Howard, trombone, and Dick, trumpet. Little sister played clarinet for a while. How lost we are 
and were without them. At sixteen, Ronnie was described as an unusual teenager, because of his compassion for 
older people. He gave his music instructor a hard time because he picked tunes up so quickly and didn’t watch the 
music. We never dreamed he would be a singer -- the field of music -- yes. How happy we are that God has called 
him to sing and preach the Gospel. What a glorious privilege! 

Mom Kelly 


God seemed to have breathed spiritual understanding into Brandt from his very conception. I cannot recall a time when 
he didn't seem to perceive spiritual things. At the age of two years he walked to the altar and committed his life to 
Christ. We wondered how real Christ could be to one so young. At three and a half years old, on Easter Sunday he 
stood up on the pew and addressed the congregation until everyone in the church was weeping. At five years I discovered 
him leading his friend to Jesus in his bedroom. His efforts didn't stop with his own peer group. One Sunday a very 
imposing wealthy man entered our church. God came very close through the testimony of a converted alcoholic. The 
next thing we knew, Brandt was sitting beside this gentleman and was leading him to Jesus. The successful businessman 
was weeping bitterly. Musically, Brandt started young. I use to rock him and sing to him from the day he was born. He 
would place one ear on one side of my throat and his hand on the other side. He would sing along in his way- -his volume 
rising with mine until real tunes became audible. By eleven months he could hit perfect pitch with words of a song I had 
just sang for a funeral about that time. At five and a half Brandt started formal piano lessons and at eight years old he 
was playing trumpet, tutored by his father. I have been very close to this son of mine. Every step he has taken, I 
would submit to God. One Sunday as the choir at Evangel Temple, Toronto, entered the loft, I saw a beautiful, unspoiled 
girl. I had no idea who she was but I began to pray, "O God, please send a beautiful girl into my son's life, like the one 
I'm seeing. " Today she is my son's wife without one word or effort on my part. Brandt is destined to be a power for 
God as long as he remembers that EVERYTHING HE HAS BELONGS TO JESUS. 

Mom Gillespie 


SIDE ONE 

FILL ME NOW 
DON'T TAKE MY CROSS 
JESUS IS COMING SOON 
SWEET, SWEET, SPIRIT 
THE LORD'S PRAYER 


SIDE TWO 

LOST, SEARCHING, FOUND 
HE LOOKED BEYOND MY FAULT 
LIFE IS WORTH LIVING 
I KNOW 

THE OLD RUGGED CROSS 


WARNINGI Check youi needle leguloily. A defective 
needle will not only bring distoi ted sound leproduction , 
but may peimanently damage youi lecords. This recoid- 
ing is worthy of the finest needle Majestic Recordings, 
Box 253, Rockaway, New Jeisey 07866 


Produced by - Don Storms Recorded by - Sing Studios Background by - Goss Brothers 






-9ki- 

JEK'lHO RocK 

a».p.I- 

We et Si>5{ 

LP* 13^0 I3aNp'iTo> 
Orange iblo^om 5p£c*'AL 

— 5'PE2 — 

ZamW\ Overture 
1 FU iMfoWsjE >L"Mf 
iBolERO 


fVaRixp at iRf Wj^wobo pUyttwE , L<»*A>)&Slft 
MANABiMflin RMA INC ( 213 ) *l34r 5'2? 

PRoPuifP s> l?uP ’N PoRKf^ 


©@ 1S87 AviDiopilf RUoRty 




STEREO SR90346 



ARENSKY 

VARIATIONS ON A THEME BY TCHAIKOVSKY 

BORODIN 

EXCERPTS FROM PRINCE IGOR 

LIADOV 

BABA-YAGA-KIKIMORA-THE ENCHANTED LAKE 

SHOSTAKOVICH 

POLKA FROM THE AGE OF GOLD 

KHACHATURIAN 

ARMENIAN DANCES 

GLIERE 

RUSSIAN SAILORS DANCE 

EASTMAN WIND ENSEMBLE, EASTMAN-ROCHESTER “POPS” FREDERICK FENNELL 
PHILHARMONIA HUNGARICA, LONDON SYMPHONY ANTAL DORATI 
EASTMAN PHILHARMONIA HOWARD HANSON 





SR90346 



GREAT MUSIC 
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COMPOSERS 



ARENSKY 

VARIATIONS ON A THEME BY TCHAIKOVSKY 

BORODIN 

EXCERPTS FROM PRINCE IGOR 

LIADOV 

BABA-YAGA -KIKIMORA -THE ENCHANTED LAKE 


SHOSTAKOVICH 

POLKA FROM THE AGE OF GOLD 

KHACHATURIAN 

ARMENIAN DANCES 

GLIERE 

RUSSIAN SAILORS DANCE 

PHILHARMONIA HUNGARICA, LONDON SYMPHONY ANTAL DORATI 
EASTMAN WIND ENSEMBLE, EASTMAN-ROCHESTER “POPS” FREDERICK FENNELL 
EASTMAN PHILHARMONIA HOWARD HANSON 



Character Pieces - A Russian Tradition 


T he most authentic flavor of a country is often given us by its less 
famous artists, its so called minor masters. The giants of music are, 
by definition, exceptions. They may move us more deeply, so deeply that 
we call them “immortal” masters of a “universal” language. But the more 
universal they are, the less local charm they are likely to have. For the 
more characteristic, intimate picture, we turn to the lesser, but beguiling, 
group of minor masters. 

The most personal and perhaps the most inwardly Russian of our selec- 
tions on this disc has the most abstract title: Arensky’s Variations on a 
Theme by Tchaikovsky. When Tchaikovsky died in 1893 Anton Arensky, 
a former pupil, now an eminent composer in his own right, honored his 
master’s memory in a string quartet. The slow movement of Arensky’s 
quartet was a set of variations on one of Tchaikovsky’s most beautiful 
songs, Legend, about the infant Christ, from Tchaikovsky’s famous set 
of Sixteen Children’s Songs, Opus 54. Later Arensky arranged his varia- 
tions as a separate work for string orchestra. 

It consists first of the melody in its simple original form. There follow 
seven variations. In the seventh variation Arensky introduces another 
Tchaikovsky reminiscence: a gently throbbing, three-note figure taken from 
one of the most popular of all Tchaikovsky works, the Andante Cantabile 
of his First String Quartet. Arensky gives this poignant accompaniment 
figure to muted violas while above them muted violins present the main 
melody upside down as if in a mirror. Finally the original version of the 
melody dies away in a sorrowing coda. 

Grotesque humor has long been characteristic of Russian music. One 
of the earliest Russian orchestral grotesques was Dargomyzhsky’s fantasy 
on the witch of Russian fairy talcs, Baba Yaga. She seems to have been a 
popular witch, for a generation later Moussorgsky included her in his piano 
Pictures at an Exhibition of 1874 and still later Anatol Liadov painted her 
orchestral portrait in his Baba Yaga of 1905. 

Baba Yaga has the witches’ habit of eating people; she prefers young 
children, whom she steals and cooks. She lives in a remote clearing of the 
forest, where her hut standing on chickens’ legs spins around and around. 
When she rests on the floor, her nose touches the ceiling. When she travels, 
as she does in Liadov’s music, she comes out into the yard and whistles 
sharply. A great iron mortar and pestle appear. She sits in the mortar, push- 
ihg it through the air with the pestle and sweeping her traces from the sky 
with a broom. The trees squeak and the dry leaves rustle as she disappears. 

Liadov was a Romantic, a poet of the orchestra, who detested reality 
and was drawn to the world of legends and sprites. He was also so morbidly 
self-critical that he never succeeded in finishing the legendary opera, 
Soryushka, on which he worked for many years. All he ever published of 
that work was a pair of tone poems or “legends for orchestra” as he called 
them, The Enchanted Lake and Kikimora. 

'Ihe Enchanted Lake begins and ends so softly and is painted in such 
elusive tones: the shifting iridescence of the harp, muted strings, and soft 
glinting wood winds, that it suggests a dream rather than any of that 
reality which Liadov dreaded. 

Kikimora is a tone portrait of a small Russian goblin, black, thin as a 
straw, and with a head as small as a thimble. Kikimora is raised by a sor- 
ceress far away in the mountains: rocked all night in a crystal cradle, 


entertained all day with tales of lands beyond the sea told by the sorceress’s 
magic cat. The fly-leaf of Liadov’s score quotes the fairy tale. When Kiki- 
mora is seven years old and grown up, it takes to domestic places, living in 
ovens, where its strange noises disturb sleeping people and portend evil. 

Armenian by birth, Aram Khachaturian has had a life-long interest in 
his native Armenian and other oriental musics, an interest which follows 
the long Russian tradition of “orientalism" and which is further encouraged 
by the Soviet Government’s fostering of the cultures of its constituent 
nationalities. The two Armenian Dances performed here in a special ar- 
rangement by Ralph Satz, were originally composed for a Red Army 
Cavalry band in 1943. 

The great medieval Russian epic. The Tale of Igor’s Army, appealed 
mightily to Romantic Russians of the nineteenth century and particularly 
to Alexander Borodin, who worked for many years on an opera, Prince 
Igor. He left it unfinished at his death in 1887 but the score was completed 
and orchestrated by his two friends, Glazounov and Rimsky-Korsakov. 

The Overture was a part of the opera which Borodin had never written 
down. But he had completed it in his head and often played it to a group of 
friends on the piano. Fortunately Glazounov was among them and so was 
able to reconstruct the Overture with a minimum of additions of his own. 
It begins with the sombre music heralding Prince Igor’s appearance in 
Act II as a prisoner of the Polovtsi tribe. It continues with the fanfares 
of the Polovtsi army and Igor’s lament for his lost freedom, as well as 
melodies from the love scenes of Igor with his wife and Igor’s son with 
the Polovtsi Princess Konchakovna. These are treated to a development 
and reprise in traditional symphonic style. 

The primitive sounding Polovetsian March which opens Act 111, portrays 
the triumph of the Polovetsian hordes in another example of the colorful 
orientalism that has attracted Russian composers from Glinka to the pres- 
ent day. This was one of the earliest parts of the opera Borodin completed; 
it was orchestrated by Rimsky-Korsakov. 

One of the few prominent artists whose careers link pre-revolutionary 
Russia to the Soviet era is Reinhold Gliere. A composer of established fame 
in the conservative tradition of Romantic nationalism, Gliere continued 
his career in the Soviet Union, where by a curious paradox this conserva- 
tive tradition equipped with the new label of “Soviet Realism” became the 
official ly approved style of the communist regime. His ballet, The Red 
Poppy, which had its premiere in Moscow in 1927, uses this styje to depict 
the rather melodramatic episodes following the visit of a Soviet ship to a 
Chinese port. The Soviet Sailors’ Dance, with its vigorous syncopations, 
has become popular in our country under the title Russian Sailors' Dance. 

The satirical Polka from Shostakovich’s ballet. The Golden Age, con- 
tinues the century-old Russian tradition of grotesque musical humor. Its 
full title is Polka: "Once in Geneva" (Angel of Peace). Its irreverent high 
spirits have achieved international popularity, although the object of its 
humor is far from clear. It is said to have been intended as a burlesque of 
the Geneva Disarmament Conference. If so, it was the neatest trick of the 
century. For the ballet was finished in 1929 and performed at Leningrad 
in 1930, two years before the Geneva Disarmament Conference started! 
On the other hand, since the music was not published until 1934. Shosta- 
kovich may have changed his mind. Or perhaps he changed his polka 

EDWARD DOWNES 


ABOUT MERCURY’S 
GREAT MUSIC SERIES 

MERCURY'S “GREAT MUSIC” SERIES 
offers music lovers a master plan for collecting 
and enjoying the world’s musical treasures. 
Individually, each album richly represents a 
given composer or style; collectively, the se- 
ries affords a panorama of the music of three 
centuries. 

Unprecedented technical refinements have 
enabled Mercury to endow this library with 
three radical advantages. While maintaining 
the traditional excellence of "Living Presence” 
sound, “GREAT MUSIC” albums provide an 
average playing time of more than an hour 
(twice the duration of many standard rec- 
ords). Thus the collector benefits by uninter- 
rupted performances, exceptional value, and 
compactness in storage. 

The famous opera broadcast commentator 
and musicologist Edward Downes has written 
special program notes which illuminate the 
composers’ lives, their social and cultural en- 
vironment, and the music itself. 


GREAT MUSIC BY RUSSIAN COMPOSERS 

RIMSKY-KORSAKOV Scheherazade; Russian Easter Overture. 
Antal Dorati, Minneapolis Symphony and London Symphony. 
SR90332 stereo MG50332 monaural. 

MOUSSORGSKY Pictures at an Exhibition (orchestrated by 
Ravel); A Night on Bald Mountain; PROKOFIEV Suite from "The 
Love for Three Oranges.” Antal Dorati, Minneapolis Symphony 
and London Symphony. SR90342 stereo MG50342 monaural. 
PROKOFIEV Symphony No. 5 in B flat major, Opus 100; Scyth- 
ian Suite. Antal Dorati, Minneapolis Symphony and London 
Symphony. SR90343 stereo MG50343 monaural. 
TCHAIKOVSKY Serenade for String Orchestra in C major, 
Opus 48; RIMSKY-KORSAKOV Suite from ”le Coq d'Or. 
Antal Dorati, Philharmonia Hungarica and London Symphony. 
SR90344 stereo MG50344 monaural. 

RACHMANINOV Symphony No. 2 in E minor. Opus 27; TCHAI- 
KOVSKY Francesca da Rimini. Paul Paray, Detroit Symphony; 
Antal Dorati, Minneapolis Symphony. SR90345 stereo 
MG50345 monaural. 

ARENSKY Variations on a Theme by Tchaikovsky. Antal Dorati. 
Philharmonia Hungarica. LIADOV Baba-Yaga; Kikimora; The 
Enchanted Lake. Howard Hanson, Eastman Philharmonia. 
KHACHATURIAN Armenian Dances. "Prince Igor” GLIERE 
Russian Sailors Dance. SHOSTAKOVICH Polka from "The Age 
of Gold.” Frederick Fennell, Eastman-Rochester "Pops.” 
SR90346 stereo MG50346 monaural. 


GREAT MUSIC OF THE ROMANTIC AGE 

ROBERT SCHUMANN Symphony No. 1 in B flat major “Sprii:*"; 
Symphony No. 3 in E flat major “Rhenish.” Paul Paray, 
Detroit Symphony. SR90330 stereo MG50330 monaural. 
CAMILLE SAINT-SAENS Symphony No. 3 in C minor; ERNEST 
CHAUSSON Symphony in B flat major. Paul Paray, Detroit 
Symphony. SR30331 stereo MG50331 monaural. 

RICHARD WAGNER Prelude to “Die Meistersinger"; Excerpts 
from Act III of “Die Meistersinger”; Good Friday Spell, 
from "Parsifal”; Prelude and Liebestod. from "Tristan and 
Isolde”; Prelude to Act III of “Tristan and Isolde”; Dawn and 
Siegfried's Rhine Journey, from “Siegfried.” Paul Paray, 
Detroit Symphony; Antal Dorati, London Symphony. SR90333 
stereo MG50333 monaural. 

RICHARD STRAUSS Don Juan : Till Eulenspiegel's Merry Pranks; 
Dance of the Seven Veils; Death and Transfiguration. Antal 
Dorati, Minneapolis Symphony; Paul Paray, Detroit Symphony. 
SR90334 STERJ9 MG50334 monaural. 

ANTONIN DVORAK Slavonic Dances, 0pp. 46 and 72 (complete). 
Antal Dorati, Minneapolis Symphony. SR90335 stereo 
MG50335 monaural. 

JOHANNES BRAHMS Variations on a Theme by Haydn; Academic 
Festival Overture; Tragic Overture; Hungarian Dances Nos. 
1, 2, 5, 6, 7, 11, and 21. Antal Dorati, Minneapolis Symphony, 
London Symphony. SR90336 stereo MG50336 monaural. 



This Mercury LIVING PRESENCE STEREO record 
makes available to the disc-buying public an ex- 
citing new listening experience. The use of the 
MARGIN CONTROL system of variable groove spac- 
ing in Mercury’s LIVING PRESENCE monaural discs 
represented a major step in the perfection of the 
long playing record. This technique has now been successfully 
augmented with electronic groove depth control for the 
LIVING PRESENCE STEREO record, thus enabling Mercury to 
produce a two-channel disc of exceptionally wide dynamic 
range, reliable stylus tracking throughout the frequency 
range, and startling clarity and definition of instrumental 
timbres. This Mercury LIVING PRESENCE STEREO record should 
be played according to the RIAA standard with a stereo repro- 
ducing cartridge having a stylus tip not exceeding .7 mil. 
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HOLDJA CLOSA 

I bet ya call me all the time 
lust to fiiul what you can do 
Things like that should be a crime 
But ya keep on slippin' through 
What ya say. what ya do 
Who ya are, three different things 

Got to botitja dosn 
Got to bohtja closa 
Want to boldja closa 
Got to botitja dosa 

How ya do me evervtime 
And you're takin’ what ya choose 
Heard ya say what's yours is mine 
What's mine is yours and you can't lose 
Anytime, anyway, anywhere 
You're never there 

(Cborus) 

Playin' just to play is fine 
If ya know just what to do 
Hit or ntissin' on my mind 
And ya keep on slippin' thru 
What ya say, what ya do 
Who ya are. three different things 

(Cborus) 

Anytime, anyway, anywhere 
There's nothin' there 

(Cborus) 


AIN'T NOTHIN' 

W ell I’m one step under overtime 
And I try. 1 just can't draw the line 
Over you — it's true 

'Cause the situation goes like this 
Where the complication comes in 
Is your heart — it won't start 

But it’s plain to see 

That’s some fire you’ve been fighting 

So painfully 

Now don't ya know, just what I'm inditin' 
Oh no 

Ain 'I nothin you can do to set ya free 
Ain 7 nothin you can do auay from me 
Ain 7 nothin you can do so let it be 

On the street that scene just the other day 
Ya act so clean hadda walk away 
Heard ya cry — don't lie 

Let your virtue hurt you turn around 
Put your feet right back up on the ground 
That's right — hold tight 

But it's plain to see 

That’s some fire you’ve been fighting 

So painfully 

Now don't ya know, just what I'm inditin' 
Oh no 

(Cborus) 

Oh, seen ya lookin' round the door 
Oh, see ya cornin’ back for more 
Oh, I thought what you’re lookin' for 
Now I know for sure 

(Cborus) 


TAKE HEART 
Automatic all to me 

You're just so techno-plastic with my heart 

So systematic I can't see 

But ya dislocate simplicity 

Well ya try to fight it off 

Only you hold the key 

But your heart could take bead 
Take bead 

Your heart could take bead 
et mol 

Ought to know about the other side 
It s just you seem to like to show me 
What you seem to like to try to hide 
See if cuttin’ corners is the scene 


That someone’s heart could take 
Big-screen-hot-romance is what to start to make 

(Cborus) 

Someday 

We’ll play the part 
Someway 

Then your heart could take heart 
(Repeat 1st verse) 

(Cborus) 

Welt your bead could take bead 
Your heart could take bear I 
Your heart could take bead 
Then you start to take bead 

THOUGHT IT WAS A DREAM 

/ thought it was a dream 
/ wake up and it goes 
It '. s like nothin ' / erer seen 
I thought you wanna know 

I can't think if you take it away 
I can't see any other day 
I just think about what to do 
Me completely lovin’ you 
1 won t worry if it’s true 
1 don’t even have to try well I 

(Cborus) 

Something no one else can see 
Something no one else can be 
Something no one else can do 

1 can't sleep at night it’s true 
My mind is set on you 
I don’t need another reason why 

Now I'm afraid to wait 
’Cause I’m afraid to take 
Just what 1 need what I believe 

(Cborus) 

I see me completely lost in you 
I never worry if it's true 
1 don’t even have to try well 1 

(Cborus) 

I GOTTA KNOW 

Baby. I gotta know 
Maybe, it 's gotta show 

Could we say that could we say that it’s on 
You could say that and I'll just say that I’ll long 
Now don't ya know just how ya feel 
It could show now maybe 
if you say that something 

(Cborus) 

I try to think that I try to think it s OK 
All the things that, all the words, all the days 
But ya show nothin’ is real 
And you know how baby 

Can’t you see that there’s something 
I gotta know 

Check it please if there’s nothin’ 

That’s gotta show 

And I thought that I lost and nowhere to hide 
Cut across, and nothin' inside 
And you know, just how ya feel 
It could show now maybe 
If you say that something 

(Cborus) 


FEEL ELECTRIC 

Do I do too do what you do 
'Cause I know I know you 
Know just what you always knew 

Make me feel electric 
Make me on right 
Make me feet electric 
Make me all right 


I should try should see 
Wouldn't mind what could be 
Your torchlight intensity 
Just to be just what 1 need 

(Cborus) 

But there’s something bout your attitude 
Make me feel electric, make me new 
There’s something bout the things you do 
Make me feel connected right to you 

1 hold tight I hold away 
I hold night all day 
But I show what I don’t say 
Sure you know ’cause you only 

(Cborus) 


I BE SHARIN’ (Whalchaduntame, Girl) 

Anytime anywhere I can’t take it 

Feelin’ like forever more 

Hafta take a number from you for you 

So 1 find peace of mind 

Uh huh yea I fake it 

I had my heart set anew 

Ya broke it in two in two 

But I don't wanna be 

So shut down can't ya see 

Happened suddenly, feel like history 

Oh wbatcbaduntame. girl 
Can t ya see that you takin ' me 
/ thought that we were talkin ' paradise 
Well alright 

But like a leaf / be sbakin ' 

1 don't mind being blind that what I'm sayin' 
Feelin' like there’s something more 
But there's always something so new I go thru 
How you play 'til you find what your takin' 

I had my heart set anew 
You broke it in two in two 

'Cause 1 don't wanna be 

So cut down in double speed 

No matter what I plead, you take all I need 

(Cbonis) 

Barely know my name 
'Cause it’s all the same 

(Cborus) 

ONE MORE PIECE 

Try, try to start, break apart 
Tear a little piece of my heart 
Well you say that it's easy to love 
Push it to shove 

But you'll never get that way from me 
Now can't you see 

But before you go and before it shows 
And before you know I’m gonna take 

One more piece of your heart, from you 
Sboulda seen from the start, sboidda moved 
Got to give what you take 

How, how you find, piece of mind 

Never worry 'cause you take from the start 

Well you think that ya turn me around 

Beat to the ground 

But you’ll never get away from me 

Now can't ya see 

‘Cause before you go and before it shows 
And before you know I'm gonna take 

(Cborus) 

Lookin' for direction, borderline protection 
Right away, but you can’t go play with me 

(Cborus) 


SHADOW OF A DOUBT 

Separated till undone 

That's the matter he ensued 

Well it’s that picture lie's been holding 

That’s been causin’ all Ills mind a dimmer view 

Cast no shadow of a doubt now 


No alibi to use 

About this feeling that he's feeling 
And the one that he could never lose 
Oh what he wouldn't do 

'Cause it 's a mind stay 
All tbe way 

And it 's takin ’ over every time 
But then be bolds tight 
'Cause there 's something right 
That luck could only ever find 

No shadow of a doubt now 
Had something to lose 
Couldn’t help but sayin' 

His emotions overweigh and overdue 
Over you 

(Cborus) 

He burns the candle to the bitter end 
‘Causa you 

And nothing that he hadn't said 
Wouldn't do 


THEY SAID 

All n' all he said just believe what you hear 
All n' all she just replied with a tear 
.All n' all there’s a calling, there's a falling 
There's no warning, they said 

More n' more they just began to begin 
More n’ more they just reached out to reach in 
More n' more it just tore in no ignoring 
There's no warning, they said 

If n ’ when you 'll be near it 
If n ’ uben you can bear it 
If n' when uill appear in. they said 

Said n' done something done to be said 
Said n' done won't get out of my head 
But said n done there's no one else 
There's no one else there's no other, they said 

(Cborus) 

They said... 
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HOW WE go T THERE 

[He’s here! 

Steble y! He's in the conference room! 

Hey! Qoocl Buddy 
Hey Broskt 

Can 7 have some tea with honey and pepper??? 

TTATutl 

Where's John and C/ary? 

Tell them to start with — 

Let s remix "Contusion one more time 
Anybody want a hostile burger? 

Hasty piece of business. 

059 — out! 

Where is J.R.??? 

Whal’d you say Jim? 

We re almost finished (smile). 

Did he say what time tonight? 

Let me say this about that . . . 

But of course 

Hey! Josette — Stevie Wants you!!! 
grrreat! 

Who Ate lily Cookies?? 

It s eaken and beggs time!!! 

Tou re rushing. 

Jobanan wants you to call him Steve! 

Sure gets lonely in the studio — Londie on the phone Steve! 
Let s just cool out. 

"'Calvin!!!!' 
you ready to go Steve? 

HE'S OH THE PHOHEa 

So anyway . . . when is studio time tonight? 

It's Cancelled -TOU RE X7DD7 H " ! 

Where's Steve — Jn Hew Torkl 
Til be right there. 

Let's hurry up and wait. 

WHERE'S BZigSaa 

The sooner we get started the sooner we ll finish. 

Let s punch in a "s". 

3’ou wag your head one more time! 

This 7s A Business! 

Sounds great! 

Time 7s Honey. 

Calvin Hardaway's Office — 

Did she bring peach cobbler? 

STEEWE 53 Tor Ton - BARHET ALES! 
Where's garvey? 

7! 20 

Listen To This! 

THAT ALBHHt 
What does this pedal do Looch? 

Can 7 have some tea with alum! 
you 're as good as gar y! 

TPHEH 7 S THE ALBHH gOHHA BE TIWSHED? 
We ll be finished next week. 

TOU SAID THAT BETOREi 
Where's Hama Hardaway? 

7 S THIS THE T1HAL CHA CHA???? 

#003693 
Je t’aime 
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Stravinsky 

THE RITE 
OF SPRING 

Pans Conservatoire Orchestra 
PIERRE MONTEUX 


SIDE ONE 

FIRST PART. THE ADORATION 
OF THE EARTH 

SIDE TWO 

SECOND PART: THE SACRIFICE 


The original title of this work is Vyesna Svaschennaya, 
literally Sacred Spring; Stravinsky has said that The Corona- 
tion of Spring might be the nearest English expression of 
his intention. But the French title (due to Bakst), Le Sacre 
du Printemps, and its familiar English translation, The Rite 
of Spring, have their point. As Stravinsky was finishing 7 he 
Firebird in St. Petersburg in 191 1 , he had a sudden vision: 

“I saw in imagination a solemn pagan rite: wise elders, 
seated in a circle, watching a young girl dancing herself to 
death. They were sacrificing her to propitiate the god of 
spring.” 

When Stravinsky began to sketch out the new work that 
summer, he chose as collaborator Nicholas Roerich, a painter 
who was not only one of the leading authorities on the 
ancient Slavs but had always found his imagination most 
deeply stirred by the connections between peoples and the 
geological and seasonal forces of nature in their surround- 
ings. Stravinsky joined him in the country in July, and 
within a few days they had worked out the action and 
settled titles and order of movements. Soon afterwards 
Roerich was able to send a summary of the action to 
Diaghilev, who had requested a ballet as soon as Stravinsky 
had described his original vision: 

The first set should transport us to the foot of a sacred 
hill, in a lush plain, where Slavonic tribes are gathered 
Together to celebrate the spring rites. In this scene there 
is an old witch, who predicts the future, a marriage by 
capture, round dances. Then comes the most solemn 
moment. The wise elder is brought from the village to 
imprint his sacred kiss on the new-flowering earth. 

During this rite the crowd is seized with a mystic terror. 
After this'uprush of terrestrial joy, the second scene sets 
a celestial mystery before us. Young virgins dance on the 
sacred hill amid enchanted rocks; they choose the victim 
they intend to honor. In a moment she will dance her 
last dance before the ancients clad in bearskins to show 
that the bear was man’s ancestor. Then the grey-beards 
dedicate the victim to the god Yarilo [the ancient god of 
fertility] . It was also decided that the first of these “pic- 
tures of pagan Russia”, 7 he Adoration of the Earth, 
should represent "Day”, and that the second, The 
Sacrifice, should represent “Night”, and that each should 
be preceded by an orchestral introduction. 

The movements and their order finally agreed upon were 
follows .Adoration of the Earth: Introduction; Auguries 
of Spring (Dances of the Young Girls); Mock Abduction; 
Spring Round Dance; Games of the Rival Tribes; Procession 
of the Wise Elder; Adoration of the Earth (the Wise Elder) 
Dance of the Earth. The Sacrifice: Introduction; Mystical 
Circles of the Young Girls; Glorification of the Chosen 
Victim; Invocation of the Ancients; Ritual of the Ancients; 
Sacrificial Dance (The Chosen Victim). The music was 

» »■ . 
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finished in March 1913; and the first performance, at the 
Theatre dcs Champs-Elysccs in Paris on May 29th under 
Pierre Montcux and in Nijinsky’s choreography, provoked 
one of the most famous riots in musical history. 

For all The Rite's undimmed modernity -despite its 
sixty-odd years we still tend to think of it as a contempor- 
ary classic— its roots lie deep in Stravinsky’s Russia and her 
past, and it is at least as much a clirrfax of 19th century 
Russian music as a key work to 20th century European 
music. Spring itself has a peculiar force in a country of such 
cruel winters, and when Robert Craft asked Stravinsky what 
he loved most in Russia, the answer was: “The violent 
Russian spring that seemed to begin in an hour and was like 
the whole earth cracking. That was the most wonderful 
event of every year in my childhood... ( Elsewhere | The ice 
[on the Neva | was several feet thick, a fact that will help 
you to imagine the crash it made in the first hour of the 
spring thaw. The noise then was so great that we could 
hardly talk....” 

That this shattering annual miracle should be seen in 
ritual terms is natural for a people with such a powerful 
sense of rite governing their life; and it is here expressed in 
music whose most immediately striking characteristic is its 
rhythmic power the hypnotic, complusivc force of 
rhythmic patterns, either in ostinato, or with them given 
unexpected variety or sharply dislodged so that as in a rite 
the attention is kept fixed but perpetually re-altered. An in- 
stance of a basic rhythm being violently "attached” occurs 
in the stamping chords of the ‘Auguries of Spring’ immedi- 
ately after the Introduction to Part I, again at the end of 
this Part in the ’Dance of the Earth’. With the ’Glorification 
of the Chosen Victim’ and the final ‘Sacrificial Dance’, 
however, the patterns are entirely irregular: although they 
all relate basically to combinations of double and triple time, 
the effect is not of dislodgemcnt from a norm but of com- 
plete rhythmic emancipation: rhythm has become an ex- 
pressive language in its own right, on equal terms with or 
even dominating melody, harmony and orchestration. 

The melody of The Rite, indeed, arises directly from 
this rhythmic attitude, and is no less fundamentally Russian; 
for it derives from a folk music that prefers tunes in 5/4 or 
7/4 or alternating patterns of 2/4 and 3/4, and beyond that 
from the tendency of Russian poetry to vary accents 
according to the flow of the verse and to compile lines of 
unequal numbers of syllables. Moreover, the inclination of 
Russian folk melody is to unfold itself by using similar 
phrases and intervals with almost ritual insistence, to pro- 
ceed by modification rather than contrast or development. 
Nevertheless, the only actual folk tunc in the whole work is 
the opening bassoon melody, taken from Anton 
Juszkiewicz’s collection of Lithuanian folk music. Stravinsky 


was not concerned to "set” a "folk” subject: just as his 
scenario treats an archetypal ceremony rather than a story, 
so in the music he felt able “to tap some unconscious ‘folk’ 
memory”. Like Russian folk music (though they do not use 
it or even imitate it) his themes have a narrow range, few 
notes, and develop their strength by repetition and 
rearrangement, both in their intervals and their rhythm. 

It follows that the role of harmony and of orchestration 
will be to reinforce the effect of these rhythm-melodies 
rather than to exercise a major structural influence. This 
was the largest orchestra Stravinsky was ever to use; and it 
enabled him both to draw upon the huge percussion section 
necessary to a score in which rhythm played such a crucial 
role, and even to use the power of an enlarged symphony 
orchestra as a percussive force. The most impressionistic 
section of the score is the opening, which Stravinsky 
intended to "represent the awakening of nature, the scratch- 
ing, gnawing, wiggling of birds and insects”: in this clamor 
of separate voices, significantly, the strings play a negligible 
part, and it is the myriad voices of wood-winds which suggest 
a whole earth beginning to struggle into life. For the rest, 
the whole elaborate orchestral paraphernalia is often turned 
into something near a percussion section, the most advanced 
and elaborate means being made to produce a primitive 
effect. 

Harmonically, the score is at once "discordant” and 
simple — discordant in that most of the harmony derives 
from the combination of two adjacent major chords, a semi- 
tone apart, one with a minor seventh added. There is here 
neither any relationship with the traditional system of 
tonality, with its tonic-dominant pulls, nor an extension of 
Wagnerian chromaticism: the chord combination is simply 
a nucleus, a seed for the melodic patterns, and neither im- 
plies nor imposes any large-scale harmonic organization. 

It is easy to see how a work organized on such unusual 
lines, whatever its own national pedigree, would startle a 
Europe in which the German musical hegemony was 
unchallenged and Wagner, its last great ruler, was dead a 
mere thirty years. It tore open the way to 20th century 
music just as surely as Schoenberg’s atonal works of the 
same period. Everything about it was calculated to over- 
throw European certainties about musical tradition; and 
the first audience was reacting against it with more genuine 
understanding of what was involved than later audiences 
who complacently and unthinkingly accept it. What the 
booers did not appreciate that night in 1913 was that the 
work was an act not of destruction but of renewal. It could 
only take its full force from something older than the 
immediate past, from another convention coming to the 
rescue of a dying tradition, from its reference not to inci- 
dent or illustration but to myth and rite. Fundamentally, 
it is an abstract work. 
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FOLK 


A Jazz Rock, Folk Rock, Country Rock Musical 


Words and music by Richard S. Wilson 
Music arranged and conducted by Bill Barber 

Choir directed by Richard Siebcr 


Featuring Chad Mitchell, Hal Atkinson, Janys Boelke 
and the Bethlehem Lutheran Church Choir 


Side One: 


Jubal 3:05 
And Sarah Laughed 3:07 
Noah Knew 2:54 
Jonathan 2:15 
Job 4:05 
Mary, Mary, Mary 3:59 


1 lal Atkinson 

Janys Boelke 

Chad Mitchell 

Janys Boelke, Chad Mitchell 

Chad Mitchell 

Janys Boelke, Michelle Barber 
Marilyn Sieber 


Side Two 


The Rock 3:28 
Zacchaeus 2:25 
Judas I 3:38 
Stephen 3:48 
Simon the Magician 2:28 
Jesus Loves 3:00 


BIBLE 






Hal Atkinson 


Chad Mitchell 


• bout two and a half years 
ago a singing group came to me and asked if 1 would be interested 
in writing some children’s songs for them. 1 was interested in the 
project and decided almost immediately to write songs about 
people in the Bible. The name Bibie Folk seemed natural so 1 stuck 
with it from the beginnin. 

The singing group's interest waned soon 
after 1 began writing but I thought the project was a good one 
to work on so 1 continued. I decided very quickly after that 1 
didn't want this project to be children's songs in the traditional 
sense. 1 noticed over the years that my children enjoyed 
the modern music of today much more than the songs that were 
supposedly written specifically for them. I also felt that 
this project should be directed to a larger audience. 

Bible Folk is a group of songs about people 
who experience the joys of life, the sorrows of life. They were 
people who were obedient to God and who denied him. There 
are songs of friendship and selfishness. There are songs about 
people whose stories were told in the Bible. Many of the Biblical 
characters were famous people and Bible Folk includes a few of 
those such as Noah, lob, Peter and Jesus, but most of the songs 
are about some of the lesser known people of the Bible... the 
regular folk. The people who laughed as Sarah did when God 
told Abraham that his aged wife was going to have a baby... 
people like Jonathan who was simply a friend . . . and 
little Zacchaeus who was too small to see Jesus so he climbed the 
tree to get a better view. 

These people are not just names but they 
lived full lives that experienced the ups and downs of 
daily existence. All of them in one way or another were involved 
with God. Except for Jesus, these people were not superhuman. 
They were simply human. Through their lives and through this 
music I hope you are entertained and that you learn something. 

I know that I have. 




( rcdltsi r iano: Hill Barber, B.m: Jim Johnson. Guitar: Kent Saunders, Lonnie knight, Flute: Dnve Karr, Drums: Gary Gauger, Sieve Faison lubal. And Sarah Laughed, Gordon Knudtuon— Noah knew, Job. The Rock. Judas I 
Mu.lc and test available* Irom Schmitt Music, Produced by Wllson-Gtlak. Inc,, 905 Park Avr., Mplt.., Minn, 33404. Recorded at Sound 80, July 1970. Cover: Frank Miller Made In U.S.A. <£> W7ft Wllson-Chak. Inc 
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Side 1 

YELLOW PAGES 
THE URGE 
CHANT 26 


Personnel: 

FRANK LEMBO • Vocals & Rhythm Guitar 

KEN LEMBO • Vocals 
TIMMY MOSS • Drums 
.. ROBERT LOEHR • Lead Guitar 
KAL ELLER • Bass 


Recorded At Odyssey Sound, Long Branch, N.J 
j Engineered By Tom Maggio 
• Mixed By Jay Stone, Tom Maggio, 

Kal Eller & Frank Lembo 
. Front Cover Art By Frank Lembo 
: Photography By Neil Schoenholz 


Side 2 

TIGER IN MY BED 
U-BOY 

PLASTIC ON THE INSIDE 


Special Thanks To: 

Thej Brighton Bar, Chris Dailey 
& ^\ll Those Who Believed 
It Would Finally Happen. 





SIDE A 


1. AWAY OUT ON THE MOUNTAIN 

2. THE MOONSHINER'S DREAM 

3. DON'T TRY IT FOR IT CAN'T BE DONE 

4. DISSATISFIED 

5. SEND BACK MY WEDDING RING 

6. WAIT TILL THE SUN SHINES NELLIE 

7. RAGGED BUT RIGHT 
SIDE B 

1. |'M GOING TO GEORGIA 

2. ON THE OTHER SIDE OF JORDAN 

3. I'M GETTING READY TO GO 

4. CLOVER BLOSSOMS 

5. CURLEY HEADED BABY 

6. CALL ME BACK, PAL O' MINE 

7. FRANKIE AND JOHNNIE 



RILEY PUCKETT 


RILEY PUCKETT 

One often tends to think of folk music as being non-commercial, 
but in fact there has been for many centuries a class of musicians who 
made their livelihood creating and disseminating folk music. Two 
distinct types of commercial folk/popular music had existed in Europe 
since the Middle Ages, both of which have their counterparts in 
20th century hillbilly music. One was the primarily instrumental music 
which accompanied dances and other festive social occasions; the other 
was the narrative song. In 20th century Appalachia, whose cultural 
roots in 16th century England have been well established, these two 
types of music had led, respectively, to the string band, and the 
itinerant ballad singer or street singer, making his living wandering from 
one community to the next, selling his printed "song-ballets,'* or else 
singing them on the street corners of the larger towns. 

The string bands have received the lion's share of attention in the 
recent revival of interest in old-time hillbilly music, while the wandering 
minstrels have been neglected. This is due to the more immediate 
appeal of the lively string band music, and the varied and exciting 
instrumental styles. GEORGE RILEY PUCKETT himself starred in 
both roles of string band instrumentalist/vocalist and minstrel/bal- 
ladeer. His talents in the former role were ably demonstrated on a 
previous album of reissues (Country LP 506); this album favors the 
neglected side of his talents. 

Unfortunately, little is known of Puckett's early life. He was born, 
probably around 1890, in Alpharetta, Georgia, near Atlanta. Between 
1922, and his death in 1946, he was involved with the hillbilly music 
industry - on records and radio shows, and at live concerts and fiddlers' 
conventions. (For more details on his career see JOURNAL OF 
AMERICAN FOLKLORE, Hillbilly Issue, July-September 1965, p.229; 
see also the liner notes to Country LP 506.) 

Puckett first stepped into the public limelight in September, 1922, 
on the Atlanta Journal's WSB, the first commercial broadcasting station 
in the South. September 18, marked the first appearance of the Home- 
Town Boys' string band, which included Clayton McMichen, Ted 
Hawkins, Boss Hawkins, Charles Whitten, and Miles Whitten. On Thurs- 
day, September 28, the band added a new member to the group, and 
the following day, the Atlanta Journal wrote, ". . . Already favorites at 
WSB, the Home-Town outfit scored a knockout by introducing Mr. 
Puckett as one of their stars Thursday night.'' 

On March 7, 1924, Puckett and Gid Tanner journeyed to New York, 
to make their first phonograph recordings. Puckett continued to record 
until October, 1941. By that time he had appeared on over 400 issued 
sides - not counting those recordings on which he was an uncreditod 
accompanist. 

HUGH CROSS was born October 19, 1904, in the mountains of 
eastern Tennessee. When he was eight years old he learned to play the 
banjo, and at age ten began playing the guitar. When he was sixteen he 
left school and joined a show. Cross started his radio caroor at 
station WNOX in Knoxville, Tennessee, in 1926. In about 1929, ho 
joined the WLS National Barn Dance, where he romainod for throe 


years. In 1934, he teamed up with Shug Fisher and they called them- 
selves "The Radio Pals." They spent four years on WWVA, Wheeling, 
West Virginia. From 1938 to 1943, Cross was Master of Ceremonies 
for the Boone County Jamboree over WLW, Cincinnati. Cross made 
his first phonograph recordings in April, 1927, in Atlanta. He had been 
picked up in his home town by Bob Crates, a record salesman. On 
many of his records, his wife, who died in 1945, sang with him. After 
he left the music business, Cross worked as a pitchman, or demon- 
strater, traveling around the country and working at various stores. 
Today, he is perhaps best remembered for his 1943 composition, 
"Don't Make Me Go To Bed And I'll Be Good." 

ABOUT THE SONGS 

AWAY OUT ON THE MOUNTAIN was composed by the Virginia 
hillbilly singer Kelly Harrell. In text, the song is very reminiscent of the 
older hobo song, "Big Rock Candy Mountain," usually credited to 
Harry (Haywire Mac) McClintock. 

Like "Away Out On The Mountain," THE MOONSHINER'S 
DREAM has been collected in the field (see N.l. White, ed., North 
Carolina Folklore , III, p.420,) but it is probable that the collected 
version was derived from Puckett's recording. Although there are slight 
differences in the two texts, the reference in both to the Fulton County 
Jail, coupled with the fact that there is a Fulton County in Georgia, 
but not in North Carolina, lends support to Puckett's recording as the 
source of the North Carolina text. Puckett's song is derived from the 
wide-spread American folk song, "Logan County Jail," which in turn is 
based on older, imported British ballads (see Randolph, Ozark 
Folk Songs , II, p.32-37 for references). 

Three different songs entitled DISSATISFIED were copyrighted 
between 1910 and 1930; it is uncertain which, if any, was the source 
of Puckett's 1929 song. 

SEND BACK MY WEDDING RING, the earliest of Puckett's re- 
cordings featured on this album, has an obscure history, Vernon 
Dalhart recorded it in 1927, under the more familiar title of "Nellie 
Dare and Charlie Brooks." It was credited to John Foster and R.A. 
King, and copyrighted by Shapiro-Bernstein in July, 1926. However, 
Puckett had recorded an unissued version as early as June, 1925, (the 
recording on this album was made later in that year), so the song is 
older than Shapiro-Bernstein's copyright. The fact that it appeared 
with differing words and under various titles also suggests that the song 
was in oral circulation long before the 1920's. 

Puckett's 1934 recording of RAGGED BUT RIGHT seems to be 
the earliest appearance of this song; although it was probably written 
some time earlier, it had not been copyrighted. In later years, it be- 
came something of a college favorite, and between 1945 and 1951, no 
less than nine versions woro copyrighted, under either the title "Ragged 
But Right" or "Rugged But Right." More recently, George Jones re- 
corded a C&W version. 

I'M GOING TO GEORGIA is the title of a lyric folk song recorded 
by various hillbilly groups (see the brochure notes to Folk Legacy LP 
FSA 24, The Carolina T ar Heels , for references to rocordod and printed 


versions). However, most of tho verses of Puckett's song are different 
from any of the other texts, and are taken from the American 
children's play-party song, "Hog Drovers." 

ON THE OTHER SIDE OF JORDAN was published in 1853 under 
the title of "Jordan Am A Hard Road To Travel," with tune and 
possibly words composed by the giant of the minstrel theater, Dan 
Emmett. The structure of the song lends itself readily to parody and 
re-creation, and practically every recording of the song has some 
unique verses. Uncle Dave Macon, much of whose repertoire was de- 
rived from minstrel material, was the first hillbilly artist to record the 
song. More recently, Merle Tarvis has recorded it; and Jimmie 
Driftwood has composed a completely different story using the tune 
and chorus of the original. (For more references to versions in print, 
see Randolph. Ozark Folk Songs , II, p.390.) 

I'M GETTING READY TO GO was written in 1930, by the hillbilly 
songsmith, Carson J. Robison. The original title was "I'm A Gittin' 
Ready To Go." With Frank Luther, Robison recorded the song the 
following year. Puckett probably learned the song from one of 
Robison's recordings. 

Hugh Cross sings the lead on CLOVER BLOSSOMS, with Riley 
Puckett singing harmony. The song was copyrighted in 1906, by 
Floyd Thompson, and must have been rather popular in its day. as 
three other hillbilly recordings were made of it: by Peg Moreland, Bob 
Ferguson, and Sloane & Threadgill. 

CURLY HEADED BABY was copyrighted and recorded by the 
Callahan Brothers in 1934. Puckett s recording, made in Atlanta, the 
following year, is word-for-word identical with the Callahan's disc. (By 
coincidence, J.E. Mainer's Mountaineers recorded "New Curly Headed 
Baby" in Atlanta two days before Puckett's recording.! The popu- 
larity of the song was attested to by the fact that the Callahans went on 
to compose and record "She's My Curly Headed Baby No. 2 and No. 3. 
Although the Callahans rightfully claimed authorship of the song, in 
both tune and spirit it owes much to older traditional folk songs. 

CALL ME BACK, PAL O' MINE, with Puckett and Cross singing 
melody and harmony, respectively, was written by Dixon and Perricone 
in 1921. Jimmie Davis recorded it several years after this recording was 
made. 

The ballad FRANKIE AND JOHNNIE has an interesting history. 
Although some authorities have argued for a much older date of origin, 
the song owes much to the historical events of October 15, 1899, when 
Frankio Baker shot and killed Al Britt in St. Louis. Early versions were 
often titled "Frankie And Albert," or "Frankie Baker." The song 
thrived in oral circulation until 1912, when the Leighton Brothers and 
Ron Shields, vaudevillians, rewrote the song and added chorus. Sub- 
titled "You'll Miss Me In The Days To Come," this version was re- 
corded in the 1920's by both pop and hillbilly performers. Probably 
tho best remombered version was the one made in 1926, by Charlie 
Poole and his bond, entitled “Leavin' Home." Although Pucketts re- 
cording gave composer credits to the Leighton Brothers and Shields, it 
is not the vaudeville version ho sings, but the older folk song. 
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His Only Darling • )oy To The World • It Came Upon A Midnight Clear 
While Shepherds Watched Their flocks -I Heard The Bells On Christmas Day 
Silent Night • Away In A Manger - Oh Come All Ye Faithful 
Hark The Herald Angels Sing- Beautiful Star Ot Bethlehem 
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CHRISTMAS 

with the 


PHIPPS FAMILY 


Side 1 

1. HIS ONLY DARLING 

2. JOY TO THE W ORLD 

3. IT CAME UPON A MIDNIGHT CLEAR 

4. W HILE THE SHEPHERDS WATCHED THEIR FLOCKS 

5. I HEARD THE BELLS ON CHRISTMAS DAY 

I Ml] fffim piBiflj ifj || 

Side 2 

1. SILENT NIGHT 

2. OH COME ALL YE FAITHFUL 

3. AWAY IN A MANGER 

4. HARK THE HERALD ANGELS SING 

5. BEAUTIFUL STAR OF BETHLEHEM 



For the first time in history, you can now own an 
album of Christmas gospel carols played and sung in 
the old time way. The Phipps Family sings for you. 
accompanied with unainplified string instruments 
(autoharp and guitars). This is the Christinas album 
you have been waiting for. It is the finest down-to- 
earth mountain country style album ever recorded. 

These are the precious carols traditionally heard 
each year to celebrate Christmas — our Lord’s birth- 
day. No sweeter sounds of the blessed season could 
he heard than these songs and carols flowing thru 
the home, like a soft breeze bringing joy to all. 


Thanks to the wonderful Phipps Family, you can 
have this record album to play in your own home. 
No group has ever recorded these songs in the true 
old fashioned way, and we feel sure you will enjov 
have “Christmas With The Phipps Family”, 

A verv Merry Christmas from THE PHIPPS 
FAMILY. 

Kathleen Phipps 
Helen Phipps 
A. L. Phipps 


For a catalog of TRUE AMERICAN GOSPEL and TRADITIONAL FOLK MUSIC, write: 
MOUNI AIN EAGLL RECORD COMPANY, P. O. Box 506, Barbourville, Kentucky 40906 
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SMILEY 


Reno and Smiley, many people feel, are the most versa- 
tile bluegrass group, not only vocally and instrumentally, but 
also as songwriters. Many of these songs have been and 
are still being recorded and performed by entertainers in 
all styles of music. 

Internationally known for their successful recordings of 
bluegrass love songs, novelty tunes, instrumentals and hymns, 
most of which were written by them, Don Reno and Red 
Smiley can take pride in knowing that people in all walks of 
life are included among their many friends and fans. 

Included in this album are some of Reno and Smiley's 
biggest hits, all featuring the popular five string banjo as 
only Don Reno can play it. 


EMOTIONS 2:31 

LET’S LIVE FOR TONIGHT 2:18 
GREEN MOUNTAIN HOP 2:10 
IF IT TAKES ME A LIFETIME 2:56 
OLD HOME PLACE 2:06 

Side 2 

YOUR TEARS ARE JUST INTEREST ON 
THE LOAN 2:38 
I’M GONE, LONG GONE 2 :20 
CHINESE BREAKDOWN 2:05 
DRIFTING WITH THE TIDE 2:35 
PLEASE DON’T FEEL SORRY FOR ME 2:38 
□ 
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West Virginia fiddling is a big subject spanning decades 
of tradition, lore, legendary men and women who made 
music, and an infinite variety of musical styles and expres- 
sions. You can talk about your old timey hoedowns and 
hornpipes, your different tunings, or maybe you think that 
fiddling begins and ends with the Bluegrass giants. But 
whatever your particular stroke, you can’t get very de;p into 
the subject in West Virginia without Woody Simmons’ name 
coming up— again and again. 

From Mill Creek, West Virginia, Woody has delighted 
festival and contest audiences all the way to Canadq with his 
diverse and combative style, his winning smile, and his love 
of music. Woody is perhaps the most highly decorated fid- 
dler in central West Virginia, and will readily drive across 
many ranges of mountains to seek out stiff competition. At 
the Vandalia Gathering, the State-wide traditional festival 
held Memorial Day weekends on the Capitol grounds, 
Woody won three prizes and an honorable mention in stiff 
fiddle and banjo competitions this past year. 

Woody’s legendary smooth bowing style and his ef- 
fortless soaring phrases began to grow in his childhood in 
Becky’s Creek before the impact of records and radio was 
felt in the hills of Randolph County. As a young musician he 
drew heavily from family and community influences. Much 
of his technique was intact before he first heard an Arthur 
Smith recording in 1920. After that, outside influences 
played a large part in Woody’s growth, as he continued to 
seek out musical neighbors around Randolph, Webster, and 
Pocahontas Counties. 

Woody's fiddling reflects all of these influences. His 
openness to new music has kept his own style fluid and ex 
pansive, and he is comfortable with older tuning and bowing 
techniques, as well as Bluegrass, blues and swing styles. He 
is a storehouse of tunes and legends associated with them. 
His life and music represent the transition from Appalachian 
Mountain community music to newer commercial country 
and Bluegrass influences. 

And his hospitable, warm approach toward other musi- 
cians, his willingness to learn something from everyone, has 
earned him respect from Newfoundland to Nashville. This 
recording is Woody's first. We hope he makes many more. 

Michael Kline 
Elkins, West Virginia 
August, 1979 


SIDE 1 

1. WEST VIRGINIA HIGHWAY Woody doesn’t remember exactly where he 
picked up this tune, although it seems likely that he may have heard the 1927 record- 
ing (Victor 20237-B) by Ernest Stoneman with fiddler Kahle Brewer. A version, called 
“Ebenezer" was recorded several years ago by the Fuzzy Mountain String Band 
(Rounder OOlO). 

2. HOME BREW RAG was learned from The Tweedy Brothers who played over 
station WMMN in Fairmont. WV and made many personal appearances in central 
West Virginia during the early 1930’s. Woody recalls that they travelled on a truck and 
employed a man, full time, to rehair bows for ‘‘Little Red", the fiddler The Tweedy 
Brothers recorded "Home Brew Rag" on Champion (16048) about 1930. Earlier 
recordings of the tune were made by the Roanoke Jug Band (Okeh 45393) and Lowe 
Stokes and his North Georgians (Columbia 1524 1-D) 

3. HONEYMOON WALTZ Burt Dodrill plays the harmony to Woody’s lead on 
this number. Woody learned the tune from Arnold Van Pelt who grew up with Woody 
on Becky’s Creek and then moved to Pennsylvania about 1930. The first part is 
reminiscent of Eddy Arnold's hit, "Cattle Call", which may well be derived from an 
older tune. such. as this This version of "Honeymoon Waltz", seems to be entirely 
unrelated to a tune of the same name recorded in the late 1930’s by a Mississippi string 
band. The Nations Brothers (Melotone 7-05-78). 

4. MITCHELL’S CLOG Wren McGee and Edwin Hammons were the two most 
influential fiddlers in East Central West Virginia when Woody was growing up. '‘Mit- 
chell’s Clog" is a tune that Wren played, although Woody actually learned it from Gus 
McGee, Wren’s nephew. Gus (who also happens to be Woody’s brother-in-law) is a 
fine fiddler living in Elkins, WV 

"Clogs" were solo dances, performed In wooden shoes at minstrel shows, and later 
In Vaudeville. Unlike today’s "clogging", the old style (or "Lancashire") clog dances 
were performed to a slow, deliberate, dotted 4/4 rhythm— about the tempo of, say, 
"Swanee River", or "I’ve Been Working on the Railroad" Many "clog" tunes, like 
hornpipes, became disassociated with dances over the years, and the dotted rhythms 
gradually disappeared. Thus, "Mitchell’s Clog", if Indeed. It was ever a true "clog", ap- 
pears as a hoedown here 

5. SUGAR TREE STOMP was composed by Fiddlin' Arthur Smith. Woody often 
heard Smith play it on the Grand Old Opry in the late 1930’s and eventually obtained a 
recording of It (Bluebird 6927), It is one of Woody’s favorite tunes, one he often has 
played In contests. 

6. PARIS WALTZ was recorded In the early 1930's by Fiddlin’ Arthur Smith 
(Bluebird 8158). Woody was the first local fiddler to master the complex fingering and 
bowing techniques this tune requires 

7. COTTON BAGGIN* this Is another tune that Woody learned from Arnold Van 
Pelt, although at a later time he heard it played by Clayton McMichen. McMichen 
recorded it in the late 1920's with Gld Tanner and the Skillet Lickers (Columbia 
15404-D) . 


Musicians: 

guitar - Loren Currence 

Paul Armstrong (Paris Waltz) 
banjo - Jimmy Currence 
2nd fiddle - Burt Dodrill 


Produced by Paul Relsler 

Engineers, Paul Relsler and Doug Kranch 

Recorded at Davis and Elkins College Studio, Elkins, WV 

Thanks to Laverne Simmons for all her warm hospitality 

Thanks to Davis and Elkins College for use of their studio 

Photography by Doug Yarrow. 

Art and design by Sam Rlzzetta 

Special thanks to Norman Fagan, Commissioner of the West Virginia Department of 
Culture and History, for his support and kindness to artists and musicians throughout 
West Virginia 


SIDE 2 

1. NATURAL BRIDGE BLUES Woody remembers hearing fiddler Tommy 
Magness play this tune over radio station WDBJ in Roanoke. V a about 1950. that 
time Magness had a noon hour show with Don Reno and Red Smiley A recording of 
the tune by Roy Hall and His Blue Ridge Entertainers (Bluebird 8863) was Issued 
about 1940, paired with another Magness composition, "Polecat Blues". 

2. SUGAR IN THE GOURD Woody learned this tune from a record by Fiddlin' 
John Carson (Okeh 7003) Like Carson, he used to play it in “high bass" tuning on the 
fiddle (EAEA), but now plays It in standard tuning (EADG) Fiddlin' John Carson was 
a favorite of Smith Shreve, a bachelor who was one of the first to own a phonograph In 
Woody's part of the country. Smith used to ride the train from Mill Creek to Elkins 
almost weekly, to purchase the latest records He then used to carry his phonograph 
and records on his back and would visit various homes to play the newly acquired 
records. 

3. I’LL BE ALL SMILES TONIGHT is another waltz with harmony by Burt 
Dodrill. The song from which the tune derives is a perennial favorite, probably dating 
back to the last century when sentimentality was much in vogue. Woody doesn't 
remember just where he learned the tune, although it is played by most of the local fid- 
dlers The song has been recorded numerous times One early version was by the Blue 
Ridge Highballers (Columbia 15069) in 1925 or 1926 

4. SMOKEY MOUNTAIN RAG is another tune Woody learned from the playing 
of Tommy Magness Magness recorded it in the early 1950’s as a member of Roy 
Acuffs Smokey Mountain Boys (Columbia 20559) 

5. DEVIL IN GEORGIA is a Southern variant of "Temperance Reel Woody 
learned this version from a recording by Fiddlin' Jim Burke (Supertone 9390) made in 
the late 1920’s. Fiddlin’ Jim Burke was actually a pseudonym used by the late Doc 
Roberts of Richmond. Kentucky who recorded some 200 sides for various companies 
In the late 1920‘s and early 1930’s 

6. SUSIE’S BAND was composed by fiddler Charlie Bell from Elkwater. not far 
from Becky’s Creek. Charlie had a family band. The Bell String Band, with his wife. 
Susie and four children. Charlie, a spry 93 years young, presently lives with Susie in 
Valley Bend. WV When asked how he came to name this tune, he replied. "I had a 
good lookin' woman and her name was Susie. I gave it a good name It was a good 
piece ." Some years ago Woody played in a contest in which Charlie was a judge 
Always a shrewd contest fiddler. Woody played "Susie’s Band" and. of course, won 
the contest when Charlie, delighted to hear his own tune, gave Woody the highest 
score possible. 

7. SWEET BUNCH OF DAISIES This 1890‘s sentimental piece reappeared in 
1926 as a hit record for Clayton McMichen (Columbia 151 1 1-D) Woody once played 
the tune as a duet with McMichen during a show at Harrisonburg, Virginia in 1935 At 
that time, Woody was playing with The Leary Family who were sharing the bill with 
McMichen (One member of the Leary Family, Wilma Lee. later married Stony 
Cooper and became a star of The Grand Old Opry. Since Stony’s death she has con- 
tinued to perform with her band, The Clinch Mountain Clan ) Burt plays the harmony 
part 

8. LIZA JANE Woody knows several different tunes by this name, but this version 
was learned relatively recently. He and Burt happened to see two fiddlers playing it in 
harmony on television, Burt already knew the tune and taught it to Woody. To 
distinguish It from other "Liza Janes", this tune is frequently called "Goodbye Liza 
Jane" 

Thanks to record collector Joe Bussard of Frederick, MD for his help In Identifying 
the old 78 recordings cited in these notes. 

Bob Dalsemer 
Baltimore, MD 
July. 1979 


A booklet about Woody's life and music Is enclosed. 

ELDERBERRY RECORDS 
The Cultural Center 
CapiuM v omplex 
Charleston, WV 25305 




a 





FOR P ROMOTION ONLY 

Ovvnersh MTC-o jrr.B:rmt 


■> jtt uno 

YOU CAN'T TREAT LOVE THAT WAY 
RUNNIN' AROUND 
FAST LIVIN' 

THERE WAS A TIME 
SHOOTOUT IN THE PARKING LOT 


PRODUCED BY- 

BOB JOHNSTON 


Side Two 

NEVER GONNA LET YOU GO 
ROLL ME OVER 
LITTLE DANCER 
COME AND TAKE MY LOVE 
DAYS AND NIGHTS 
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Side One 


Side Two 


ALBUM CREDITS 





Listen To The Blues 
Standin’ On The Outside 
Help 

Seattle Blues 
Moonbelly 


Don't Let My Baby Ride 
Let My Mind Run Back 
Feast Goin’ On 
On The Road Again 


Isaac Scott: Guitars, Piano, and Vocals 
Dave Conant: Rhythm Guitar 

Gary Williams: Drums 
Don Irwin: Organ 
Tony Thomas: Bass 


Dan Dean: Bass; HELP, FEAST GOING ON, 
DON'T LET MY BABY RIDE 

Julian Prlester: Trombone 

Les Cllnklngbeard: Sax 

Bob Krlnsky: Back-Guitar. Synth on HELP 


Dick Powell: Blues Harp and B-3 

Recorded at Second Sun Production Studios 
Vashon Island, Washington 

Dan Dean Courtesy Inner Oty Records. 


Produced and Recorded by Bob Kr insky 





® * O 1982, First American Records. Inc. A First American / R. Axford Production Manufactured and Distributed by FIRST AMERICAN RECORDS, INC, 73 Marion St„ Seattle WA 9E l(M USA All Rights Reserved Design & Photography: Tim Celeski 
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Pocketwatch Paul 
& The Rhythm Rockets 


o 


BLUE WAVE 


si ami a 

.HIST ASK IX 

(I*. Switzer) 

LETS DO I I’ AGAIX 

(15. llnlnjl 

LOXG LEGGED H D \IA\ 

IV. Salerno) 

HUMAX MAX 

IP. S\\i 1/tM'l 

GET ax TKOIJBLE 

( 15. Charles) 

GETl’aX’ OX A BUZZ 

IP. Switzer) 

musiciAxs 

Pocketwatch Paul, vocals and fMilars 
Hob llalaj, bass and background vucuIk 
Eric Jensen, drums 
Professor Eddie Eusk, keyboards 
Vince Salerno, tenor sax and harmonica 
Detroit Cary Wiggins, tenor and alio sa,\ 
Hill Cilardon, Irombone 
Mike Mossman, trumpet 


SIDE 15 

DA\T1UP1»EK 

i Lennon-Met larlney) 

CREDIT CARD BLUES 

IP. Switzer) 

COME OX GIRI-i 

(V. Salerno) 

WHISKEY IS MY LOVER 

IV. Salerno) 

HOW DO YOU FEEL 

1 15. Charles) 

CHOO CHOO 

IV. Morion, 1). Marling’, M. Cabler) 

BACKGROUND VOCALS 

Cloria llardiman 
C;iil Washington 
Glenn Wierzhieki 

Mike Clenn, additional Irombone 

ARRAXG EMENTS 

Bill Cilardon, Mike Clenn, Paul Switzer, 
Vince Salerno, Hob llalaj 


COPYISTS: Hill Cilardon, Mike Glenn 

Meeorded at Chicago Traw Studios 
Engineering hv Al Crsini and Tom Matthews 
Mix by Paul Switzer and ,\l t rsini 
Artwork by Noel Berry and Catherine Meindl 

PRODUCED BY PAUL SWITZER 

Special Thanks to: 

.1. E. Switzer, lleid Hymns, Mirage Video, Vincent O. Salerno 


Dedicated to the Memory of Daw: Horn 
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POGKET W ATCH PAUL 
AND THE RHYTHM ROCK ETS 

THE~ALBUM t, BLUEWAVE' r ~ 


POCKETWATCH PAUL and the RHYTHM ROCKETS are taking the blues 
music of the last three decades into the 80's with a fresh 
new punch that can only be described as BLUEWAVE MUSIC. 


BLUEWAVE MUSIC Is a hybrid music combining blues, rock, and 
soul of the 40*s and 50 's with the kick of the 60's and 70's, 
creating an original energy for the 80' s. 


POCKETWATCH PAUL and the RHYTHM ROCKETS are a seasoned group 
of musicians comprising of some of the finest blues and rock 
players in the Windy City. 


THE RHYTHM ROCKETS HAVE CONSISTENTLY PLEASED BLUES AND ROCK 
AUDIENCES THROUGHOUT CHICAGO, THE MIDWEST, AND CANADA. . . 


POCKETWATCH PAUL is currently involved in contract negotiations 
to produce a VIDEO performance. 


THE STORYLINE VIDEO will be shot on different locations and sets 
in CHICAGO and will feature some of the original material from 
this latest album BLUEWAVE. 


BLUEWAVE DOES FOR MUSIC. . . WHAT ROCK DID FOR ROLL. . . 


POCKETWATCH PAUL CAN DELIVER THE FINEST ENTERTAINMENT for 
your Lounge, Club, or Organization. , . be it live, recorded, 
or video. 


FOR INFORMATION CALL OR WRITE i 
RE i Album Sales 
Bookings 
Video Tapes 


JAMOR PRODUCTIONS 
843 W. Roscoe 
CHICAGO, IL 60657 


312-871-1346 



POCKETWATCH PAUL 


SUPER 


The Citizen, Ottatva, Thursday, April 29, 1982, 


Entertainment 


Pockotwalch Paul 
and the Rhythm Ro- 
ckets, The Saucy Noo- 
dle, 40‘> Somerset St. 
W. 

Pockctwatch Paul 
got his name trying to 
get a foothold on the 
blues scene in the west 
side of Chicago. 

"The west side is the 
part that burned down 
during the riots of 
1968. It’s the toughest 
section of town,” said 
the lead vocalist re- 
counting his past ex- 
ploits as the Rhythm 
Rockets sat around 
chuckling knowlingly. 

“That’s when I 
started carrying a po- 
cketwatch. In the last 
set I’d pull it out every 
couple of minutes and 
say to myself, ‘Now I 
have 10 minutes before 
I have to go out and 
fight the world.’ “ He 
summed up the story 
by displaying a gold 
watch on a chain and 
returning it to his po- 
cket. 

Poeketwateh talks 
about the seamy thrills 
of being a bluesman 
with a certain amount 
of enjoyment. The 
blues scene and its 
music has intrigued 
him since his early 
teens. The yen soon 
got strong enough to 
compel him to leave 
his native city of Mon- 
treal and stake out a 
place in Chicago, the 
home of electric blues. 

Poeketwateh infuses 
a measure of bluesman 
dramatics into the 
music but his genuine 
enthusiasm overpowers 
the theatrical dangers. 
Instead, it motivates a 
six-man blues mini- 
orchestra to dish out 
some invigorating boo- 
gie-woogie. 

With two horns 
blasting, keyboards 
whooshing, drums rol- 
ling and Poeketwatch's 
last-lingered rough 



edge on guitar, the 
band put out a heated 
electric rave-up. 

They even gave spice 
to a bluer than blues 
number like Just How 
Blue Can You Get , a 
tempo Pockctwatch 
calls “down in the 
alley’’. With the me- 
lancholy mood seem- 
ingly locked in with 
The Professors’ deep- 
toned humming organ 
and some sadly paced 
rhythms, the music 
turns on a dime into 
the rockin’ blues, with 
saxes angled lull-tilt 
and some jagged guitar 
riffs that rip. A mo- 
ment later it is back to 
the bluest of blue. 

The members under- 
score the notion of 
blues-based rock. They 
draw out the funkier 
elements of Lilvis Pre- 
sley’s Jailhouse Rock 
and exaggerate them 
into a heavy get-down 
Chicago sound. They 
give The Beatles' Day 
Tripper a similar treat- 
ment, also bringing to 
it a jazz.-funk fusion 
treatment. 

The originals do not 
suffer under the weight 
of these sometimes ra- 
dical reworkings. They 
fit into lean boppin’ 
blues sound of the 
band's original materi- 
al. 

Pockctwatch knows 
how to pace the mood 
of the show. For the 
wind-up he draws on 
gospel flavorings. The 
proceedings turn into 
the tone of a revival 
meeting with the vocal- 
ist stalking into the 
audience, waving his 


fists and roaring tne 
lyrics as though he 
were challenging them 
to ignore him. Certain- 
ly the band did not 
exit without leaving an 
impression on them. 

Pockctwatch Paul 
and the Rhythm Ro- 
ckets perform until 
Saturday. 




Pocketwatch Paul & Rhythmn Rockets 


Blues fans of the city will be out in full force 
this weekend to catch an exciting blues act at 
the Riverview Arms. You needn't brave the dark 
streets of Chicago at 4 a.m. to hear genuine 
Chicago blues at its finest. 

POCKETWATCH PAUL AND THE RHYTHMN 
ROCKETS are among the best of Chicago's 
blues performers. They play various blues 
standards mixe/d with new arrangements of 
jazz-blues tunes. By carrying a horn section, the 
band is able to provocatively interpret and 
create a new dimension for the blues. They'll do 
rhythmn & blues like early JOHNNY WINTER 
and ERIC CLAPTON mixed with some jazz stuff 
and traditional blues with an upbeat, doubling 
up the time. 

Pocketwatch Paul is the onlt member of the 
band not from Chicago, coming from Montreal 
originally. He's played guitar for 14 years and 
has' been in various bands around Montreal for 
10 years, most notably the FACTORY BLUES 
BAND, who later moved to play out of Toronto 
for three years. 

"I wanted to extend my education of the blues 
and moved to Chicago, the blues capital of the 
world, about four years ago. I had to pay my 
dues there," said Paul, who was a rookie in the 
Chicago blues scene. 

“I played as a sideman in three or four 
different bands BIG LEON, MIGHTY JOE 
YOUNG, JUNIOR WELLS and BUDDY GUY, and 
on an album with LEFT HAND FRANK." Paul 
was also a co-front man with DIME STORE 
FRED and then about a year ago, he struck out 
on his own. He graduated to a solo act in the no- 
nonsense blues bars of Chicago where they 
don’t cotton to facsimilies. 

"I played a lot of West Side joints where I was 
the only white guy in the place," said 
Paul, "When they ask for blues in those bars, 
man, you play blues!" He's played bars like 
Theresa's, Biddy Mulligans, Elsewhere and 
Kingston Mines. 

Paul handpicked five sidemen fromsome of 
the best blues bands in the city, North, South, 
East sides, for his own band. 


THE RHYTHMN ROCKETS play some funk, 
rock & roll and soul besides genuine blues. 
They also do some CHUCK BERRY standards, 
some B.B. KING arrangements and someljazz 
shuffles. They've been compared ^everything 
'rom B.B. KING to ALBERT KING to THE 
METERS. _ 

Before coming to Fredericton, they played the 
"Improvue" club in the HOTEL IROQUOIS in old 
Montreal. "Schnurmaker, a very critical 
reviewer in Montreal, went on CJAD Radio three 
times telling folks to catch us before we left 
town," Paul said, "Response has been great on 
this tour. They also gave us a thumbs up review 
in the Gazette. Winters are hard in Montreal and 
so they are into the blues.. .you know. ..they get 
up singing EVERYDAY I HAVE THE BLUES." 
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Pocketwatch Paul 



Better known by the colorful moniker of 
Pocketwatch Paul, guitarist Paul Switzer 
has played the local blues circuit frequently 
over the last five years. Along with harp 
blower Dimestore Fred, Paul used to gig 
regularly with the likes of Left Hand Frank 
Craig and Big Leon Brooks. 

But now, Paul’s leading his own combo, 
the Rhythm Rockets. Their repertoire in- 
cludes Rhythm & Blues, ’50s rock V roll 
and Paul’s old specialty, Chicago blues. 
“You have to be pretty esoteric to listen to 
blues all night long,’’ Paul notes. 

Ex-Mellow Fellow Bob Pina handles the 
keyboards with the band, while bassist Bob 
Halaj and former Lady k iller Eric Jensen on 
drums comprise the rhythm section. Vince 
Salerno plays tenor sax (and doubles on 
harp) and Bob Baurley blows alto. The band 


spends 12-14 weeks of every year on the road 
in'Paul’s native Canada. 

The Rhythm Rockets recently cut four 
tracks as part of a self-produced album that 
they hope to release next spring. Their cur- 
rent club set ranges from R&B material like 
Floyd Dixon’s (or more recently, the Blues 
Brothers’) “Hey Bartender” to straight 
blues, such as “Sweet Home Chicago.” 

Now, concerning that nickname: it seems 
that veteran harpist Leon Brooks dubbed 
him “Pocketwatch Paul” due to his pen- 
chant for habitually checking his watch 
toward the end of some of their tougher 
blues gigs together. With his current band’s 
extensive touring schedule, there’s no longer 
any need for that. 


—Bill Dahl 



VIDEO PRODUCTIONS INC. • P.O. Box 533, Palos Park, I L 60464 • 312/448-6566 


October 21, 1982 


Paul Switzer 

843 Vi. Roscoe 

Chicago, Illinois 60640 


Dear Paul, 

The videotape we made at FitzGeralds on October 8th 
is ready. The low-light conditions at FitzGeralds made 
taping extremely difficult, but after editing and enhancing 
the picture we feel we have a good tape. We're really excited 
about the energy you get from this tape and it's left alot 
of people who have seen it wondering, "Who are these guys". 

The last set is especially good. We'd like to get one more 
on location shoot possibly in a club with better lighting 
since we want to avoid using buartz bulbs as this is frowned 
upon by many club owners. We've also come up with new ideas 
concerning the marketing of these tapes in the future. 

Rich will be in touch with you next v, . ek so .e can A this 
current tape out to you. Again, thanKs for everything and much 
success to you and your band in the future! 



SEPTEMBER 13, 1980 BILLBOARD 


It’s not just the new wave groups 
that are recording and producing 
45s. Paul Switzer, front man for 
Pocketwatch Paul and his Rhythm 
Rockets, a traditional, horn-oriented 
r&b act, recently produced on inde- 
pendent 45, for many of the same 
reasons that prompted new wave 
acts to record their own singles. 

“You can play every club in the 
Midwest, but if someone wants to 
know what you sound like on record, 
it’s nice to be able to show them,’’ 
says Switzer. 

Switzer had 1,000 copies of his 
single pressed and many of them 
were sent to record companies and 
radio stations. The remaining 45s 
were sold at clubs where Switzer was 
working, sometimes out of the trunk 
of his car. 

“I’ve had good response to the 
record,” Switzer says. “Everything 
considered, it was a good idea. As a 
matter'of fact, we’re going into the 
studio in a few weelcs and cut a 
couple more sides.” 
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610 - 439-3600 


THE HOUSE OF 
THE RISING SUN 
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SIDE ONE 


THE HOUSE OF THE RISING SUN (S:i6) 

I'M COMING BACK 
MR. SUNBEAM (3:15) 

LOVE YOU TRUE (3:52) 

PERFECT LADY (2:57) 

SIDE TWO 

WAKE UP! (3:48) 

THE LOVE THAT I NEEDED ( 2 . 57 ; 

I HAVE TRIED (3:30) 

DON'T MAKE ME SUFFER (3:30) 

MUSIC IN THE CITY (3:06) 

COVER ART: WALT YABLONSKY 

ALBUM DESIGN: MO STROM FOR BOB HEIMALL, INC. 
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From his beginnings as a member of The 
Animals in 1964, Alan Price has been a 
prominent contributor to the British rock scene. 
With The Animals, he recorded such classics as 
"THE HOUSE OF THE RISING SUN", "DON'T LET 
ME BE MISUNDERSTOOD", "WE'VE GOTTA 
GET OUT OF THIS PLACE", and "IT'S MY LIFE". 
He was the author and a featured co-star in 
the epic movie "Oh! Lucky Man", which was a 
critical success in the mid-70's. 

Most recently, he has pursued a career as a 
solo artist and has had chart successes with "I 
PUT A SPELL ON YOU", "SIMON SMITH AND 
HIS AMAZING DANCING BEAR", and "JARROW 
SONG". 

On this recent Bones Howe production, 
you will hear what many consider one of the 
most sensitive and intelligent interpretations of 
the classic "THE HOUSE OF THE RISING SUN". 

Alan Price plays Acoustic Piano, Hammond Organ, and Polymoog 
Synthesizer on this album. 
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SIDE ONE 

Highway Comes A Callin' 
I’ll Be Kinder* 

LOngtail* * y’haclhon lepiurus) 

Harbor Nights 
Brookline Station 

SIDE TWO 

Take It Off 
Road Signs 
Winn Mountain 
Goodbye Blue Eyes 
Oh, New Hampshire 


All songs written by J.P. Polidoro, Ph.D. 


J.P. Polidoro — Lead vocals, harmony vocals* 

12 - and 6-string acoustic guitars 
Alan Stapleford — Lead acoustic 6-string guitar. 

5-string banjo, harmony vocals* * 
H.A. "Pete" Forget — Bass. Linn Drum & Percussion 

Engineers — Pat Costa & Jack Pinard 
Studio Mix — Jack Pinard, Pat Costa 
J.P. Polidoro 



Cover Artwork — Fran Slattery 

Back Layout & Type - Donna Wright. Digitype. Inc. 

Back Photography - Barbara Jean Cleland 

PRODUCED BY BARBARA JEAN CLELAND & 
J.P. POLIDORO 


This album is dedicated to my children: Michael Anthony. < hrisiopher James, and Kimberly Ann Polidoro 


THANKS ARE EXTENDED TO: Becky Secrest lor harmony vocals on "Brookline Station": Peter Probst for the loan ot his Martin P-28; 
Connie Valimont lor her help on the last verse ol "Brookline Station" and to 
Cosmo and Fast Richard lor their friendship and the memories ol "Past Richard's Saloon" at "Brookline station" 

SPECIAL THANKS arc extended to Barbara Jean Cleland 
whose continuous support and encouragemenj resulted in the completion of this album 


Longtail Music Publishing Co. 



J.P. Polidoro. Ph.D.. 1984 

All rights reserved 
Warning: Unauthorized 
duplication Is a violation 
of applicable laws. 


Rocordod at Eastern Sound Studios, Mothuon, Massachusetts 
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ALBUM NO. R-712 


577 


GEORGE WRIGHT PLAYS THE 
CONN ELECTRONIC ORGAN as you 

have never before thought possible. Some of you pipe 
organ fans may question this use of George’s pipe organ 
talents. To explain, Mr. Wright has had many requests 
f rom owners of electronic organs to record an album 
played on an electronic organ. There are more than 
500,000 such instruments in homes throughout this 
country and abroad, so considering the potential of his 
listeners, Mr. Wright agreed to make this recording, even 
though he prefers theater pipe organ to an electronic 
organ. 

George Wright's intention here is to show what can be 
done with an electronic organ to make it sound like a pipe 
organ. There is no doubt the electronic "organ" is ingeni- 
ous in its imitation of true pipe organ sound. Even the 
layman, however, can detect the considerable difference 
between the best electronic organ and an organ sounding 

Madeira • How Come You Do Me Like You Do • 
Under Paris Skies • That Honky Tonky Melody 


STEREO 

from actual pipes, which is, in the strict sense, a true 
musical instrument. 

In his search for the most truly imitative electronic organ, 
George Wright decided upon the Conn Electric Organ, 
which when used with Electro Music's Leslie Organ 
Speaker, produces the best electronic organ sound. The 
Conn Electronic Organ is manufactured by C. G. Conn, 
Ltd., of Elkhart, Indiana, long makers of musical in- 
struments such as saxophones, trumpets, etc. 

We don't want to leave the impression from preceding 
comment that the electronic organ is without its proper 
place. Pipe organs are very expensive, bulky, and because 
of this, necessarily restricted to a few, compared with the 
larger number who would own them, circumstances per- 
mitting. Definitely, the electronic organ has its place, 
since it costs no more than a good grand piano and takes 
up no more space. By this means, a half million people 
or more who otherwise couldn’t, are able to play and 

Aunt Blanche’s Boogie • La Borrachita • Cool T 
• Pavane • Ragging The Scale • Wr 


HIFIIlliOnilll 

REG. U. S. PAT OFF 

make synthetic organ sounds. At some future date, elec- 
tronic science may perfect an even closer imitation of true 
pipe organ sound. 

As most of you are aware, George Wright is THE theater 
style organist. He has cleverly played things on the Conn 
Electronic Organ that are distinctly novel and entertain- 
ing. The Wright virtuosity is always a real musical treat 

The master recording of this album was made on a three- 
track Ampex magnetic tape recorder, using three Tele- 
funken microphones. This tape was later transcribed to a 
master acetate disc cut on a Scully automatically variable 
pitch lathe, using Westrex "B" series heated stylus cutting 
head. Pressings are custom pure Vinyl. 

This recording is also available on prerecorded HIFI- 
TAPE for both monaural and stacked head stereophonic 
tape playback. 

USE STANDARD RIAA ORTHO BASS BOOST AND TREBLE ROLL OFF 

ngo • She’s Funny That Way • Beer Barrel Polka 
p Your Troubles In Dreams • The Cactus Polka 



AN EVEREST RECORDS PRODUCTION I WRITE FOR FREE CATALOG I EVEREST RECORDS, 10920 Wll.SHIRE BLVD., SUITE 410, LOS ANGELES, CALIFORNIA 90024 
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OUR ANNIVERSARY 



SIDE ONE 
Daddy's Home — 2:47 
This I Know — 2:26 
Ready For Your Love — 2:46 
You'll Be Sorry — 1 :55 
What Did Daddy Do — 2:41 
Gee Baby, What About You — 2:23 


What is the chemistry of a memory? What are the 
special ingredients in a moment that make it so 
memorable? 

Whatever it is — Shep and The Limelites have it. 
The songs in this album are unforgettable memories; 
The mellow and lyrical sounds of songs like “Daddy's 
Home" not only made them enormous hits when 
they were first released but can still provide an ex- 
citing listening experience even today. 

These songs are oldies and goodies — and yet they 
also sound remarkably like Newies! 

This is the unique magic of Shep and The Limelites. 
Once They sing a song, it stays sung. Always fresh, al- 
ways inventive, always new. 

For those who have heard these songs before, this 
album will be a time and memory Recreated. For 
those who will be discovering these songs for the first 
time, a rare treat is in store. The blend of Shep and 
The Limelites falls easily on the ears — whether the 
group is rocking or dreaming, wild or tender, the mu- 
sic is always tasty. 

Maybe that's the secret of longevity. Maybe that's 
why this album by Shep and The Limelites is a collec- 
tor's item that any real contemporary-music fan 
should own. No maybes — you'll love it! 


ROULETTE 
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SIDE TWO 

Our Anniversary — 2:34 

Who Told The Sandman — 2:33 

Three Steps From the Altar — 2:15 

Oh What A Feeling — 2:40 

Stick By Me And I'll Stick By You — 2:13 

I'm A Hurtin' Inside — 2:43 


A PROPERTY OF NOM MUSIC INC. 

distributed exclusively by ROULETTE RECORDS INC. • 1631 Broadway, N.Y., 10019 
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Spotlight on VAUGHN MONROE, 
TED WEEMS, and ORRIN TUCKER 


ORRIN TUCKER 


JOYCE 

LP-4004 



Spotlight on VAUGHN MONROE, TED WEEMS 

and ORRIN TUCKER 


OTHER JOYCE LPs AVAILABLE FROM YOUR LOCAL RECORD STORE 


ONE NIGHT STAND WITH JAN SAVITT LP-1002 

SPOTLIGHT ON ARTIE SHAW - 1945 LP-1003 

ONE NIGHT STAND WITH ELLIOT LAWRENCE LP-1004 

ONE NIGHT STAND WITH LARRY CLINTON LP-10O5 

ONE NIGHT STAND WITH HAL MclNTYRE LP-1006 

ONE NIGHT STAND WITH BUDDY RICH LP-1007 

ONE NIGHT STAND WITH LES BROWN LP-1008 

ONE NIGHT STAND WITH STAN KENTON LP-1009 

SPOTLIGHT ON ARTIE SHAW Volume 2 LP-1010 

ONE NIGHT STAND WITH SONNY DUNHAM LP-1011 

ONE NIGHT STAND with the BATTLE OF THE BANDS LP-1012 

ONE NIGHT STAND with ERSKINE HAWKINS- 1946 LP-1013 

ONE NIGHT STAND with HARRY JAMES LP-1014 

ONE NIGHT STAND with CLAUDE THORNHILL- 1946- '49-'51 LP-1015 

ONE NIGHT STAND with GLEN GRAY, 1944 LP-1017 

ONE NIGHT STAND with BILLIE ROGERS LP-1018 

ONE NIGHT STAND WITH RUSS MORGAN, May 1946, plus others LP-1019 

ONE NIGHT STAND WITH DORIS DAY LP-1020 

ONE NIGHT STAND WITH WOODY HERMAN LP-1021 

ONE NIGHT STAND WITH TOMMY DORSEY LP-1022 

ONE NIGHT STAND WITH DUKE ELLINGTON LP-1023 

ONE NIGHT STAND WITH HARRY JAMES, Volume 2 LP-1024 

ONE NIGHT STAND WITH BUDDY RICH, Volume 2 LP-1025 

ONE NIGHT STAND WITH VIDO MUSSO LP-1026 

ONE NIGHT STAND WITH BOB STRONG • , LP-1027 

ONE NIGHT STAND WITH BOBBY SHERWOOD LP-1028 

ONE NIGHT STAND WITH GENE KRUPA LP-1029 

ONE NIGHT STAND WITH KENTON AT THE COMMODORE LP-1030 

ONE NIGHT STAND WITH CHARLIE BARNET, Volume 2 LP-1031 

ONE NIGHT STAND WITH CAB CALLOWAY LP-1032 

ONE NIGHT STAND WITH RAY McKINLEY LP-1033 

ONE NIGHT STAND WITH HARRY JAMES IN 1944 LP-1034 

ONE NIGHT STAND WITH EDDIE CONDON LP-1035 

ONE NIGHT STAND WITH HENRY KING LP-1036 

ONE NIGHT STAND WITH WOODY HERMAN and ALLAN JONES LP-1037 

ONE NIGHT STAND WITH LES BROWN, Volume 2 LP-1038 
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SIDE ONE 

Vaughn Monroe, Palladium, 1947 

1. WE COULD MAKE SUCH BEAUTIFUL MUSIC TOGETHER 

(Vocal by Vaughn Monroe and Betty Norton) 

2. IT'S MY LAZY DAY 

(Vocal by Vaughn Monroe and The Moon Maids) 

3. AND SO TO BED 

(Vocal by Vaughn Monroe and The Moon Maids) 

4. MY BLUE HEAVEN 

(Vocal by Vaughn Monroe and The Moon Maids) 

5. THE THINGS WE Dl D LAST SUMMER 

(Vocal by Vaughn Monroe and The Moon Maids) 

Ted Weems, El Patio Ballroom, Denver, Colo., Aug. 22, 1945 

6. ON THE ATCHESON TOPEKA AND SANTA FE 

(Vocal by Russ Bodine) 

7. THERE'S NO YOU 

(Vocal by Larry Noble) 

SIDE TWO 
Broadcast continues 

1. ON THE SUNNY SIDE OF THE STREET 

(Vocal by Mary Lee) 

2. ON THE MONTANA PLAINS 

(Vocal by Mary Lee) 

3. 9:20 SPECIAL 

Orrin Tucker, Mark Hopkins Hotel, San Francisco, Cal. 1947 

4. IS IT TRUE WHAT THEY SAY ABOUT DIXIE 

(Vocal by Orrin Tucker) 

5. BLESS YOU 

(Vocal by Scotty Marsh) 

6. MINAGUA NICARAGUA 

(Vocal by The Bodyguards) 

7. I'LL CLOSE MY EYES 

(Vocal by Scotty Marsh) 

8. I NEED LOVIN' 

(Vocal by Orrin Tucker) 

9. WHO'S SORRY NOW 

'slight imperfection in master. 


JOYCE MUSIC is publishing a complete line of Big Band Disco- 
graphies. Each book contains all the commercial recordings made by 
the band, along with personnel, dates, locations, master numbers, 
and record numbers (including reissues on LPs). Also listed are trans- 
criptions. movie work and any radio or TV programs known to be 
preserved. Indexes of tune titles are a part of each book. These books 
are soft-bound, printed-on 8'A x II paper and a complete collection of 
these should be a part of even' serious collector's library. 

Available books include Charlie Barnet. Jan Savitt, Larry Clinton, 
Elliot Lawrence, Tony Pastor. Hal McIntyre. Buddy Rich, Tex Beneke, 
Charlie Spivak, Bob Chester/Teddy Powell. Les Brown, Artie Shaw. 
Harry James 1937-1950. Harry James 1951-1975, Claude Thornhill 
and Cab Calloway. More will be forthcoming in the near fiiture. Ask 
your local jazz dealer for these books. If they are not available, write: 

JO YCE MUSIC CORPORA TION 
Box 1 707, Zephyrhills, Florida 33599 
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First off, the music on this record, an extraordinary 
testimony to communication, was conceive-! by Pat Mar- 
tino as a personal tribute to. a ‘visit’ with, the memory of 
Wes Montgomery. I suppose that anybody hip enough to 
even think of buying this record knows all about Wes and 
that there is, therefore, no reason even to note that he was 
the most dynamic figure on jazz guitar since Charlie 
Christian. This album, though, is anything but a musical 
obituary: it is a serenely swinging date that comments on 
the friendship between one giant gone and another who is 
carving his name in increasingly bolder and more indelible 
colors. It has something to say about that sacred DMZ of 
Influence on which every artist must look back with bitter- 
sweet ambivalence. Above all, it is about the continuing 
odyssey of Pat Martino. 

One of the saddest ironies of 1968 was that only a few 
months after the mixing was completed on Pat’s first re- 
cordings. Wes suffered a fatal heart attack. Despite a twenty 
year disparity in age, the two guitarists had developed a 
strong musical bond in the mid-’60s. Whenever they were 
working in the same town they would get together at one 
or the other’s hotel and play. Work. Jam, learn, teach, 
experiment, dig each other. Some of the things they used 
to play are on this record. The only one that Montgomery 
ever recorded is Road Song, which he wrote, but then this 
is not a 'greatest hits’ collection. It's a personal tribute. 

Influence is a problem all artists have to contend with 
in various degrees. In trying to create your own art, you 
become self-conscious about what you've picked up from 
your predecessors. Sometimes you become enveloped in 
goggle-eyed paranoia fencing off what you think is influ- 
ence or, worse, imitation, in order to create something that 
is new, original, yours. I know a writer whose admiration 
for Faulkner is matched only by his fear of reading him 
because every time he does he finds the Faulkner influence 
creeping into his own work. For Pat, learning is a continu- 
ous part of the process of music but so is remaining true 
to oneself. When he was younger, he became enamoured 
of the music of guitarists like Christian and Johnny Smith 
to such an extent that he wanted to emulate them. But he 
wasn't getting into his OWN music and that is what it is 
all about: that is the ultimate difference between impor- 
tant musicians and liner-note writers— the ability to cross 
the border from idolizing daddy to becoming a daddy your- 
self. While it was obvious from his first real album as a 
leader. Strings!, recorded when he was only 23, that Pat 
had an original and personal approach to jazz guitar, sup- 
pressing influences has often been a conscious factor in 
the evolution of -his music. One of the things different 
about, and working for, the sublime music on this date is 
that that suppression was not in play. There was no at- 
tempt here to sound like Wes; on the contrary, Pat is no 
less his own man here than on any of his other records. 
In fact, I think this LP is a perfect evocation of his music, 
and an unmatched example of the affinity of Bobby Rose 
for it, and of the empathy of Richard Davis and Billy Hig- 
gins. It’s just that here the influences were allowed to be 
brought out rather than guarded against. And while no one 
is going to confuse the two guitarists in a blindfold test, 
if a carefully built riff or a particularly mellow sounding 
octave puts you in mind of Wes, it isn’t necessarily your 
imagination. When you can regard the influence of some- 
one else in your own art with equanimity, you have evolved 
a profound step in your own self-regard. 

The steps by which Pat Martino has evolved as a musi- 
cian of uncommon perspicuity and dexterity have been 
documented before. Briefly then, he was born 28 years 
ago in Philadelphia, the city of brotherly love and a few 
dozen major jazz men including the first major guitarist, 
Eddie Lang. Among the local guitarists he listened to, 
Dennis Sandole had the strongest influence. Sandole, who 
played with many of the best big bands in the '40s and 
who, as a composer, is best known for Modern Music from 
Philadelphia, gave Pat a direction to follow composition- 
ally as well as instrumentally. Having played only four 
years, he went on the road at age 15 with R&B bands like 
Red Holloway’s, Willis Jackson's and later Brother Jack 
McDuff's. During a stint with Lloyd Price, he was encour- 
aged by Jimmy Heath and soon began to take stock of his 
real abilities. After a while, you get tired of reshuffling 
yourself through the ineluctible changes of organ bands. 
He had pretty much exhausted the rock and the R&B 


PAT MARTINO, guitar 
BOBBY ROSE, second guitar 
RICHARD DAVIS, bass 
BILLY HIGGINS, drums 


Side A 

1. THE VISIT 4:33 

2. WHAT ARE YOU DOING THE REST OF 

YOUR LIFE? 7:18 

3. ROAD SONG 5:42 

Side B 

1. FOOTPRINTS 8:24 

2. HOW INSENSITIVE 6:14 

3. ALONE TOGETHER 5:52 


(Recorded March 24, 1972) 


thing and other notions were beckoning, blandished some- 
what by his considerable store of technical virtuosity. So 
it was back to Philly for some more study, studio work, 
composing. A brief gig with John Handy provided a 
change of pace and then there were several recordings as 
a side man; Red Holloway even recorded some of his 
originals. In late 1967, Don Schlitten, who has produced 
an unnerving amount of the best records of the past 
decade, set the wheels in motion for the Strings! record. 
Within a year, a downbeat review placed him in the rarified 
atmosphere of Kenny Burrell and Jim Hall. 

A new and important talent had announced himself, and 
he clearly wasn’t about to make the same record over and 
over again. An interest in the Koran and the tone colors 
of Eastern music led to experiments in marrying jazz to the 
modalities of Indian instruments and the incorporation of 
poly-rhythms. He continues to grow. He describes the 
apex to which his art is striving as Globalism: a unity of 
all music, a bridge between the various possibilities of 
music that disregards and defies labels but retains a sin- 
gular individuality nonetheless. 

'Rotational division principles' is another phrase Pat uses 
to describe where he is going. Music, he believes, should 
be able to go into any and all directions with the only 
major control being the taste and sensibility of the musi- 
cian. Globalistic art would, like a prism, be open to all the 
mutifarious possibilities and, God knows, the possibilities 
of music, even at this late date, haven't begun to be ex- 
hausted. It should be a music able to go in any direction, 
both divisional in aspect and rotational in aspect, allowing 
the various members of a band maximum individual free- 
dom while still disregarding chaos and non-music. Com- 
munication is everything. 

Pat still lives in Philly with his stunning wife, Jeri, and 
continues to study although, naturally, he is now a teacher 
too. He is concentrating on furthering the possibilities of 
the guitar, purifying his music so that it becomes only a 
nerve ending away from himself, and composing. As even a 
peripheral listen to his work quickly reveals, he is very 
interested in the sound of the guitar and, extending that 
aspect, he is experimenting with the idea of writing for 
several guitars, an intriguing prospect that one hopes will 
bear recorded fruit in the near future. If it hasn't already 
been sufficiently implied, please note that one of the most 
attractive aspects of Pat’s relationship to the music busi- 
ness is his unmitigated refusal to compromise what he 
believes in. 

Obviously, in a music that is so clearly contingent on 
group interaction, it is essential to work with empathetic 
and able artists. Richard Davis and Billy Higgins need no 
introduction to the jazz audience. They are incomparable 
masters of their instruments and versatile beyond category. 
Richard is certainly the most highly regarded bassist in 
jazz since Ray Brown opted for the studios. His burnished, 
stentorian tone and rhythmic suppleness is in ample 
evidence here. With all his renowned virtuosity, he under- 
stands the power of simplicity. Listen, for example, to the 
way he accompanies the third and fourth choruses of Pat’s 
improvisation on The Visit. For the first 8 bars of each, he 


plays only one note creating a modal drone effect that 
because of the rhythmic placements, heightens the excite- 
ment of the group effort. 

Billy Higgins used to be associated with the avant garde 
because of his brilliant and revolutionary work with Ornette 
Coleman. It is quite clear, however, that he is at home in 
any kind of thoughtful music. He has developed a distinct 
and beautiful sound on the cymbal as well as a highly 
effective spare style: witness his snare work on How Insen- 
sative. 

Bobby Rose, in Pat's words, IS the music. He has worked 
closely with Pat for several years and his deft, exquisite 
accompaniments show it. His contribution to this date 
cannot be overstated; he sets much of the rhythmic and 
harmonic feeling on each number as well as providing a 
buoyant current that enriches the lead guitar’s lines. Guitar 
duets are not new in jazz. Almost half a century ago, Eddie 
Lang recorded a series of duos with Lonnie Johnson. 
Django frequently improvised over the thumping of other 
guitars and one of my favorite moments in jazz is on the 
recordings from the 1938 "Spirituals to Swing" concert, 
when Charlie Christian stretched out over the vibrant 
chords of Freddie Greene. The empathy between Martino 
and Rose is of that caliber. 

The Visit, the one Martino original on the date, is a kind 
of bebop barcarolle. Written in 1965, it has an irresistably 
infectious melody that reminds one of simpler, swinging 
times. Played in 6/8 time, it is essentially a 16 bar blues 
form with an unusually lovely release at the 8th bar. Bobby 
Rose provides the benign, but crisp, waves on which Pat 
coasts for six marvelously supple improvised choruses. 

Michel Legrand's What Are You Doing The Rest Of Your 
Life? is the text for a balladic masterpiece. Higgins' cym- 
bals whisper like autumn leaves and Davis provides dis- 
creet strength, but the conversation is really between the 
two guitarists. The tempo is slow, almost suspended, but 
the feeling is whistful rather than somber. It is an extraor- 
dinary lesson in ballad playing and one of Pat's finest 
achievements on record. 

The best known aspect of Wes Montgomery’s playing 
was his octave style. Pat uses octaves liberally throughout 
the date, beginning with the title tune. On Road Song, he 
pulls out all the steps and creates a memorable musical 
portrait of Wes with uncanny accuracy. His solo begins 
with incredibly fleet lines and closes with an octave chorus 
that is characterized by the same kind of excitement with 
which Montgomery first turned everybody’s heads over 
a decade ago. 

Footprints is a superb blues by Wayne Shorter, com- 
posed when he was with Miles. The blues form has proven 
to be as pliable in content as it is classic in form, and 
every decade refreshens it with new attitudes and ap- 
proaches. Written with a vamp that is laid down by the 
bass, it provides the perfect opportunity for an exciting 
Martino solo wherein splintered lines whirl in here and 
out-there like dervishes. There is a striking bass solo and 
a splendid example of the Davis bow at the end. 

Antonio Carlos Jobim’s How Insensitive is given an ap- 
propriately scintillating treatment spiced by Pat's subtle 
ability with the tremolo. Dig the extremely lyrical opening 
of his first chorus and the way it carefully builds in inten- 
sity and speed. The quartet is a model of crystal unity and 
mellow meditation. 

Finally, the Dietz-Schwartz standard. Alone Together, 
is taken at a brisk medium-up tempo. Pat takes a tremen- 
dously moving solo with a climax of 32nd notes that recalls 
Coltrane's 'sheets of sounds.' He follows it with an im- 
peccable chorus of octaves that is a sagacious and sub- 
lime nod to Wes. 

Pat Martino is a consummate master of jazz guitar as 
this LP— his most consistently rewarding one in my opinion 
—proves unrefutably. He is, unfortunately, one of the few 
young artists around whose every record reveals new as- 
pects, new growth. One hopes that his audience will grow 
proportionately. 

(Pat’s guitar was custom-made by Sam Koontz and a complete 
line of such instruments is now available upon special request.) 


Notes: Gary Giddins 
Recording: Paul Goodman (RCA) 
A & R Coordinator: Joe Fields 
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Fier, suis-je, d'avoir insiste assez lourdement 
afin d'ecrire ce texte (....ouais d'abord. y sait 
pas ecrire... et meme, en admettant..., ga va 
encore faire tres « petits copains ».... etc.... 
bref, apres avoir casse quelques rotules qui 
trainaient betement et bu deraisonnablement. 
Merci monsieur Tahmazian.... ga c'est du 
marc on » m'a donne le feu vert....), ce texte, 
dis-je, helas par trois fois, n'est certes pas 
digne de la musique contenue dans (ou sur) 
ce disque. ni de la personnalite des deux 
geants qui I'interpretent maisfait preuved'une 
urbanite extremement rare, surtout chez les 
marsupiaux. 

Nonobstant, sans vouloir me vanter, j'affirme 
que cet album constitue LA rentree phonogra- 
phique, avec un « F » majuscule, tantattendue 
de mon cher Michel de Villers absent des stu- 
dios pendant un bon millenaire, absence due 
a la coupable negligence de ces nullites 
notoires nommees producteurs, lesquels, nul 
ne I'ignore, sont congenitalement sourds, sur- 
tout lorsqu'il s'agit de musiciens frangais, ces 
damnes de la T erre, cependant consideres par 
leurs collegues americains, Noirs ou Blancs, 
comme ■■ nos freres >■ (une exception a signa- 
ler toutefois : Jean-Pierre Tahmazian.... ce 
numero de leleche vous est offert par un Per- 
siany vert de trouille a I'idee dese faire virerde 
chez « Black & Blue ■>....). 

Je continue... et aime mieux vous dire sans 
delai qu'il est absolument hors de question de 
vous bonnir que Michel est ne a Villeneuve- 
sur-Lot, que depuis son entree en fonction (s), 
il a participe a d’innombrables concerts et 
seances d'enregistrement avec le gratin du 
Jazz international.... Buck Clayton, Lucky 
Thompson, Guy Lafitte, Don Byas, Bill Cole- 
man, Bernard Peiffer, Django Reinhardt, 
Jonah Jones. .. et j'en oublie, vu que ma 
memoire se promene sur la lacune. .. (eh, 
beh !....), qu'il a, lors d'un sejour a New York, 
contribue a surchauffer une memorable nuit 
du jazz, entoure par Jimmy Rushing et I'or- 
chestre de Count Basie visiblement emous- 
tille par ce phenomene swinguant 
fraichement debarque de la vieille Europe..., 
qu’il a toujours ete le premier desa categories 
tous les referenda ... qu'il est un *< gendelet- 
tres »*.... que Dieu le Pere I’a dote d'un sensde 
I’humour extraordinaire. .. que son Spouse 
Francine est, entre autres talents, imbattable 

dans le domaine du « petit sale-lentilles » 

qu'il a, en collaboration avec Roger Guerin. 
Pierre Michelot et Christian Garros, crSS ■< Le 
Quartet », lequel quartet fut I’un des 
« moments » de la Grande Parade du Jazz de 
1980..., qu'il fumetrop maisque jel'aime nSan- 
moins.... vu que les biographies n'intbressent 
plus personne de nos jours.... c’est bien 
triste.... 

Note de I'Auteur : toute ressemblance entre 
les saxophones de Michel de Villers et les 
autres ne peut etre que fortuite car, mis S part 
Harry Carney, Serge Chaloff, Pepper Adams, 




Gerry Mulligan, Johnny Hodges. Charlie Par- 
ker, Sonny Stitt, Phil Woods, Benny Carter et 
Derek Humble, les autres saxophonistes, alto 
ou baryton, ne sont que des personnages 
purement imaginaires.... a preuve ?.... ecoutez 
"All the things you are" ou "Things ain’t what 
they used to be” entre autres. .. hein ?... vous 
entendez qu'il n'existe aucune exageration 
dans mon propos ... et vous etes assez grands 
pour avoir remarque cette merveilleuse mai- 
trise de I’instrument.... ce feeling ... ces 
phrases qui s’enchainent logiquement, cette 
belle sonorite introuvable meme chez les plus 
grands du moment. .. des noms ?.... NON ! 
Tant pis pour ton extreme modestie Michel, 
mais il fallait absolument que ces choses fus- 
sent dites.... 

Quant a toi, Marc Fosset, I'un des quatre ou 
cinq grands guitaristes de notre temps, je t'ai 
volontairement neglige sur ce texte car ta 
reputation a largement depasse les limites de 
I'Hexagone, grace aux petits chefs-d'oeuvre 
graves avec ton compere LE bassiste Patrice 
Caratini. 

Que puis-je ajouter ?.... sinon que je ne t'aime 
plus.... maisalors plusdu tout car, j’ai I’impres- 
sion que le but final de ton existence est de me 
coller au chomage pianistes, bassistes et 
autres batteurs, lesquels, j'en suis persuade, 
seront fous de rage a I'audition de tes perfor- 
mances dans (ou sur) ce disque ; Tu joues 
absolument TOUT derriere et devant Michel 
(.... mais non, mais non !.... vipere lubri- 
que !....) et a vous deux formez I'ENTITE. 

Ne crois surtout pas que je manie la dithy- 
rambe pour vous etre agreable, sous pretexte 
que Michel et moi avons traine nos guetres 
ensemble pendant un certain nombre d'an- 
nees et que je t'admire.... absolument pas. Ce 
disque me rend heureux et j’ose esperer que 
cette nuit au « Caveau de la Montagne •> 
contribuera au bonheur de tous les amateurs 
de la Beaute & l'6tat pur. 

Andre Persiany 


' Lire ■■ La Tblbvision et Nous >• par Michel de 
Villers public dans la Collection « Donnbes 
actuelles » - L'bcole des loisirs, 6d. -ainsi que 
sa rubrique hebdomadaire « Le Jazz, ga 
dbteint •> dans <■ Charlie Hebdo ». 


Aside from their individual virtues, the two fea- 
tured artists on this album, Michel de Villers 
and Marc Fosset, are more widely known for 
their association with other musiciens than 
with one another: for instance, the former has 
been (and still is) associated with internatio- 
nal greatest talents as Buck Clayton, Bill Cole- 
man. Lucky Thompson, Guy Lafitte. Don 
Byas, Bernard Peiffer, Django Reinhardt, 
Jonah Jones, Andre Persiany and, during a 
stay in New York City, with Jimmy Rushing, 
Count Basie and others.... and more recently 
has created a "Quartet", including Roger Gue- 
rin. Pierre Michelot and Christian Garros, that 
has been one of the moments at Nice's 
Grande Parade du Jazz of 1980. 

This present album constitues for Michel de 
Villers, who has been absent from the recor- 
ding studios for many years, because of the 
stupidity of a lot of producers, THE come back 
to the phonographic world and one can say 
that his name can be added to those, like 
Harry Carney, Serge Chaloff, Gerry Mulligan, 
Pepper Adams, Johnny Hodges, Charlie Par- 
ker, Benny Carter, Sonny Stitt, Phil Woods or 
Derek Humble, who gave nobility to alto and 
baritone saxophone. The beautiful renditions 
of "All the things you are" and "Things ain't 
like they used to be" among others, will 
convince the listener more than any kind of 
words.... 

Everyone knows that Marc Fosset is one of the 
five or six greatest guitarists of our time. His 
reputation is already made thanks to the won- 
derful music he has recorded with his usual 
partner. THE bassist Patrice Caratini. There- 
fore, its useless to add any kind of 
commentary.... 

Well... this breath taking duet, recorded live 
for "Black & Blue" label, in the Paris famous 
"Caveau de la Montagne", is one of the musi- 
cal events of the year and the lovers of beauty 
will not contradict me.... I hope.... 

Thomas Dekkerofthepoor 


Modo In f ranco 
Imp S.N A. 


Personnel 

Michel de Villers, alto & barytone saxes 
Marc Fosset, guitar 

Recorded on May 24, 25 & 26th 1981 in Paris 
at "Caveau de la Montagne" 

Photo by Jean-Pierre Tahmazian 

Produced by Disques Black and Blue SARL 


FACE A 

Hershey bar 5.35 

(E. Bond) 

Cool blues 5.21 

(Charlie Parker) 

All the things you are 7.40 


(J. Kern-O. Hammerstein II) 


FACE B 

Things ain't what they used to be ... 7.50 

(M. Ellington-T. Persons) 

Pennies from heaven 6.50 

(A. Johnston-J. Burke) 

Bernie's tune 6.49 

(B. Miller-M. Stoller) 
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UNEARTHED MASTERS -VOLUME I 


CHARLIE PARKER COLEMAN HAWKINS GEORGIE AKJLD 


Side A: 

1. KOKO 6:08 4. 

(Charlie Parker) 

2. YOU'VE GOT ME CRY1N' AGAIN . . 2:50 5. 

(Coleman Hawkins) 

3. CAN ANYONE EXPLAIN? 2:50 6. 

(Coleman Hawkins) 


AIR MAIL SPECIAL (Take One) 
(George Auld Sextet) 

AIR MAIL SPECIAL (Take Two) . 
(George Auld Sextet) 

BE MY LOVE 

(George Auld Sextet) 


Side B: 

3:00 1. TAPS MILLER 2:50 4. 

(George Auld Sextet) 

2:50 2. WHAT’S NEW? 2:28 5. 

(George Auld Sextet) 

2:32 3. YOU MADE ME LOVE YOU 2:10 6. 

(George Auld Sextet) 


OUT OF NOWHERE 3:05 

(George Auld Sextet) 

SEHISEH! (Take One) 2:34 

(George Auld Sextet) 

SEH! SEH! (Take Two) 2:34 

(George Auld Sextet) 


Without doubt, one of the great boons to 
jazz lovers is the reissue. Jazz, like other great 
music or art. is a timeless thing. No matter if 
the notes were played a decade (or two or 
three or more) ago. They have their own rele- 
vance of times even greater them before 
because of the fresh perspective. 

If you’ve never heard the material being re- 
issued then you are hearing something for the 
first time and there is nothing to equal the 
discovery of a long lost performance by a top 
artist or group. The satisfaction in the listening 
is enhanced bv a serendipitous feeling that sur- 
rounds the entire experience. 1 feel that way 
on hearing Charlie Parker playing Ko Ko from 
Carnegie Hall, September 29, 1947. 

First of all, I missed the concert which fea- 
tured Dizzy Gillespie’s big band, Ella Fitzgerald, 
and Charlie Parker with Diz and the Gillespie 
rhythm section. I was at college in the mid- 
west and only read about it in a letter from 
my friend, Stanley Sands. Later, the Parker- 
Gillespie collaboration was issued in 78 rpm 
form, but Ko Ko never appeared. Now I’ve 
heard many versions of Cherokee by Bird 
from the classic Ko Ko on Savoy; Warmin ' Up 
A Riff on the same label; and the paper disc of 
Jerry Newman’s from Monroe's Uptown House 
that is on Parker's First Recordings on Onyx. 
This one is incredible if compared to those or 
listened to all by its lonesome. 

Speaking of unearthing, the tempo of this Ko 
Ko is unearthly, almost other-worldly. It’s all 
Bird except for the short muted interludes by 
Diz at the beginning and end; and a vital Joe 
Harris drum solo. Joe is no less effectively 
energetic in his accompaniment throughout. In 
fact, since John Lewis is laying out and A1 
McKibbon’s bass is only felt, there are times 
when it sounds like an alto-drums duet. Many 
of Bird's favorite Cherokee licks are present: 
Woody Woodpecker’s laugh in chorus one; 
Alphonse Picou's High Society variation to 
open chorus two; but it is the totality of the 
improvisation at a super-human tempo that 
marks this Ko Ko. Listen to the way Bird flies 
through the bridge of the fourth chorus and 
into the homestretch. Breathtaking! 

In doing some research for these notes I 
came across Barry Ulanov’s column in the 
November 1947 Metronome. In commenting 
on the Carnegie Hall concert he reported: 
“Charlie Parker joined Diz for a pleasant run- 
through of the small band bebop music." A 
masterpiece of understatement if ever 1 heard 
one. 

The Coleman Hawkins sides were originally 


© *■ © 1982 


on the Roost label from a date cut on August 
25, 1950 with Billy Taylor, piano; John Collins, 
guitar; Percy Heath, bass; and Art Blakey, 
drums. Producer Teddy Reig had taken note of 
the romantic renditions of pop ballads by jazz 
saxophonists that had become a trend in the 
early '50s. Prestige, with a tenor sax featured 
on its label logo, had helped to set that direc- 
tion with players such as Gene Ammons and 
Stan Getz. Of course, it was Hawkins, in the 
'30s, who had established the whole ball- 
game— fast or slow— for the tenor saxophone. 
His version of Body and Soul, recorded in 
1939, became a benchmark in the annals of 
tenordom and he was called by someone, "the 
man who turned the saxophone into the 
sexaphone.” 

The tenor ballads of the early '50s received a 
lot of play on juke boxes in the black com- 
munities. In those days jazz, along with r&b, 
was the popular music of black people. Here 
Hawkins hews closer to the melody line than 
in his more adventurous ballad excursions of 
the ’30s and '40s but with his gorgeous, full- 
bodied sound and distinctive vibrato he could 
have played Row, Row, Row Your Boat and 
elevated it to new dimensions. Collins chords 
him into You've Got Me Cry in' Again and has a 
solo on the last bridge of Can Anyone Explain?, 
a tune that Gene Ammons had done previously 
lor the Chess label. 

In 1935 Georgie Auld, who had been an alto 
saxophonist, took up the tenor after hearing a 
Hawkins recording. He first attracted attention 
in Bunny Berigan's band, then with Artie 
Shaw, and, finally, with Benny Goodman, tak- 
ing part in the famous sextet recordings of the 
early ’40s with BG, Charlie Christian and 
Cootie Williams. 

After Army service he formed his own big 
band in 1944 and kept it together into 1946. It 
was a Basie-oriented outfit whose young solo- 
ists echoed the modernism of Parker and 
Gillespie. When Auld broke up the band he 
went on a sabbatical. In the May 1947 issue of 
Metronome he told Leonard Feather at the 
conclusion of “ The Blindfold Test": "You 
know, for eleven months in the past year I 
didn’t work— had plenty of time to listen. I've 
been in small towns, and way out in the 
desert, too, and everywhere I went, the musi- 
cians would be on a Dig kick. Trumpet players 
studying Dizzy, and drummers talking about 
Shadow or Max. It’s definitely the thing . . . 

"I’m all for it— I've got new eyes, new ears, 
ready to learn. When 1 started rehearsing with 
Red Rodney and Serge Chaloff, after a few 


Produced by Teddy Reig 
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days, I’d changed my whole outlook. I got so I 
enjoyed it more every night.” 

That short-lived sextet, with George Walling- 
ton on piano and Curly Russell on bass, played 
at the Three Deuces on 52nd Street. The third 
member of the rhythm section, Tiny Kahn, 
was also the drummer in the quintet that Auld 
headed up in 1950-51. With Frank Rosolino, 
trombone, Lou Levy, piano, and Max Bennett, 
bass, the group recorded for Roost on January 
24, 1951. 

Airmail Special was a number Auld had 
done with Goodman (it was also known as 
Good Enough to Keep) and with his own big 
band in 1945. Included here is a second, 
unreleased take. Both are tempo di jump with 
Levy in a Bud Powell groove; ebullient 
Rosolino; and Auld swinging raucously and 
raspingly into a riffing session at the end. 

Kahn has a popping bridge in the windup. 

Take two is basically more of the same with 
Rosolino getting into some different ideas than 
he blew in take one. 

Be My Love is a tenor solo dripping with 
more romance than Mario Lanza could fore- 
see. They used to refer to this genre as 
"boudoir tenor" when Ben Webster did it. 

Taps Miller, a swinger from the Count Basie 
songbook, was also recorded by Auld’s big 
band in the mid-'40s. Georgie gets into some 
Lester Young feelings with a Webster sound. 

What’s New and the rare You Made Me Love 
You are in the same languoros, amorous mood 
as Be My Love. Then a neat Levy introduction 
ushers in Out of Nowhere and Lou plays some 
bop fills, accented bv Kahn's brushes as the 
melody is revealed. There are some rhumba 
touches in a segment reminiscent of Tadd 
Dameron's treatment of the song, Casbah. 

Auld is at his most boppish; Rosolino is expres- 
sively mellow; and Levy comes on thoughtful 
and pretty. 

The closer is SehlSeh!. a riff blues with vocal 
punctuations. "That was just Georgie and Tiny 
goofing around with their Jewish humor." says 
Reig. Auld begins his solo kind of laid back but 
becomes more aggressive as he goes. After 
Rosolino’s singing, upper register tones, 
Georgie returns for some more rhythmic 
punching. 

Master, in the record industry, is a term that 
refers to the disc from which duplicates are 
made. Given the stature of the musicians 
involved here, the word has two valid applica- 
tions. Unearthed Masters- Volume I is some 
rare earth indeed. 

IRA G1TLER 
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sheila jordan/harvie suuartz duo 


Sheila Jordan - vocals 


Harvie Swartz - bass 


1 




ff',/ £ 

i i ™ 

1 y 

| p ' ' P ^ 



I 'm not one to quibble. Every other day somebody is 
telling me about this or thot "jozz singer." and I 
never— never— tell them how rare o thing is o reol "jozz 
singer." labels ore, to me. unimportant. Was Al Jolson 
o "jozz singer"? (Or, gasp, Danny Thomas or Neil 
Diamond?) Is Sinatra o "jozz singer"? Or Rosemary 
Clooney? Hell. I don't know ond I don't care. Sarah 
Vaughan likes to say thot she's not a "jazz singer." It's 
okay by me. Joan Sutherland can call herself a "jozz 
singer" for all I really care— it doesn't add up to a hill 
of beans. 

Sheila Jordan is, by ony definition, a "jazz singer." 
She interprets her material, she improvises with her 
material, and she suuings like mad. She is also, much 
more importantly, a bona fide, 100% original— she 
created a style of singing uniquely her own and she has 
stuck with it: honing it, broadening it, living with it. She 
has never sounded like anybody else: in fact she 
doesn't even sound similar to anybody else. She Is 
Sheila Jordan, and to these ears, she is magnificent. 

Now, you're not going to believe this, but the last 
time Sheila Jordan had her own album on an American 
record label John Kennedy was president, the Beatles 
had never been farther west than Liverpool, and Pete 
Rose was named Rookie Of The Vear. Don't get me 


In 1952, Sheila married pianist Duke Jordan, a 
marriage that could be called ill-fated, at best. The 
marriage lasted a rocky seven years— Sheila was able 
to work on her singing during this period, and she had 
a number of opportunities to sing with Charlie Parker in 
her own loft: by this time the Jordans were in New Vork. 
The marriage also resulted in a daughter, Traci, and the 
most remarkable aspect of this tale: Sheila Jordan has, 
since that time, kept up an office job. She has never 
depended on singing for her living, and that is why she 
is able to be so fussy about her recording projects. But 
there is much, much more to it than that. In Sheila's own 
words: 

"I always said, when I left Pennsylvania and was out 
on my own, that there was never going to be a time, if I 
could possibly help it, where I was going to go without 
anything. Things like heat or food or water or anything, 
‘cause I knew that since I scuffled so much as a young- 
ster, I just wasn't going to do it when I got older." 

Sheila's singing was unique and she was frequently 
booted from the bandstand. Her singing did not have 
the legato, saxophone-like quality of most singers, but 
it was steely and staccato, much more of a trumpet 
sound, find that wore down her confidence. 

Sheila's first break came In 1962 while she was work- 


wrong. there hos been an album each for a Danish and ing a few nights a week In a Greenwich Village club, the 

Japanese label, and two albums with a band that was Page Three. Steve Swallow was usually the bassist, 

colled The Steve Kuhn/Sheila Jordan Band on its first Jack Reilly was sometimes the pianist and both of them 

record ond The Steve Kuhn Quartet on Its second, but were working with George Russell's band. George 

this is only the second time that an American record came down to hear Shelia and was knocked out. He 

label has given Sheila Jordan free rein. used her vocals on his recording of Vou Are /Vly Sunsh/ne 

The Sheila Jordan story is o fascinating one and one (something she alludes to here on lozy Afternoon) and 

thot deserves recapping here. She was born, several convinced Blue Note Records to record Portrait Of 

weeks after the stock market crashed, in Detroit, was Shelia. That album, when It was released In 1963, got 

raised in Summerhill, Pennsylvania, a coal town, by her fine reviews, even though Sheila, typically, was unsatls- 

grandmother, and moved back to Detroit while she was fled with it. To me, It Is something of a classic— Shelia's 

in high school, Detroit was one of the cities for Jazz In the style was fully formed, and the pianoless occomponl- 

, bte 40s ond Sheila (whose name then was Sheila Jean ment was a perfect complement to her singing. There 

Dowson) fell In with the bebop crowd and became one- was a new Jazz singing star out there, but, it seems, 
third of Skeeter, Mitch and Jean (along with Skeeter the public at large scarcely took notice. 

Splght ond leRoy Mitchell), a vocal trio. She also hung "After the album came out," says Sheila, "I worked 

out, with contemporaries like Barry Harris ond Tommy at the Vanguard twice and a year or so later I worked 

Flanagan, wherever Charlie Porker could be found. at the Five Spot and then I got Invited to Europe. But I 

UJhen Bird was In Detroit, there was always a goggle didn't have an agent at that time, and nobody seemed 

of teenagers in the alleyways— Sheila among them. She quite Interested in what I was doing, or at least I didn't 

"worshipped" Bird, os she puts it, ond one of the thrills feel they were— they weren’t breaking down any doors 

of her young life was being told, "Vou reolly hear those to book me or say, ‘Can we handle you or manage 

changes for a kid," by the man himself, after the vocal you?' And I had my daughter too. She was a baby, and 

trio performed for their Idol, Part of Shelia's everlasting It's hard to do so many things. I didn't have a manager 

love for Charlie Porker is expressed here in her lyrics to and it was kind of difficult to get somebody who I felt 

Bird's Quasimodo: Incidentally, the lyrics to Bird s Barba- was going to put me In places, and a lot of club owners 

do s, the first chorus, anyway, date back to Skeeter and always wanted to know, well, what did I look like. They 

Mitch and those Detroit years. Today, Sheila still calls didn’t really know or understand what my singing was 

herself a "bebopper,” like. I got very turned off by that. I really refuse to work 

1 1 . Warntng: Oil fights reserved. Unauthorized duplication Is a violation of applicable lotus. 


"old time feeling" 
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side one: (Total side one: 2217) side two: (Totol side two: 22:02) 

I Miss Thot Old Time Feeling (4:04) It Don't Mean fl Thing (3:21) 

Sleeping See (4:24) Lozy Afternoon (8:06) 

Houj Deep Is The Oceon (4:00) UJhose Little Angry Mon Are Vou (2 37) 

The Thrill Is Gone (4:02) Let's Face The Music And Donee (4:50) 

Tribute (Quasimodo) (5:27) Some Other Time (2:48) 


In a place where they do not hove o feeling thot I’m 
going to be honest and true ond do good in their club. 

If they hove ony doubts about whot I'm singing, or 
they can't understand it. I prefer not to work for them." 

Although Sheila worked sparingly in the 60s. her luck 
turned around in the mid 70s. Members of the so-colled 
avant-garde— Roswell Rudd ond Carlo Bley, for 
example— were utilizing Sheila Jordon's vocols. and her 
singing began to expond. She did o number of tours 
overseos ond began teaching o singing course at New 
Vork's City College. She recorded on album for the Japa- 
nese Cost ULIind label, and one for the Danish Steeple- 
chase label, featuring her in her favorite context— with 
nothing but o strong bassist. A few years ago. she 
become port of Steve Kuhn's Quartet— along with Bob 
Moses and Harvie Swortz— ond thot group recorded 
two albums for CCM, mostly of Kuhn's compositions. 

All this, of course, leads to this album. Sheilo Jordon 
hos always hod her heart in standard tunes, ond she 
loves nothing more than to be able to work with just a 
boss. Harvie Swortz ond she developed o musical bond 
in the Kuhn group, ond it's all on glorious display here. 
Harvie has worked with Stan Getz. Gil Cvons, Pot 
Metheny ond others ond is o strong, swinging bassist. 
Sheilo is confident in his presence ond she is os loose 
here os she's ever been on record. UUhether it's 
uptempo scot-ers (ond you won't hear o single doo-be- 
doo, either) or s/oooow ballads. Sheilo Jordon is in full 
command. This is on intense, riveting album, and I odore 
the selection of tunes os well (I hove olwoys considered 
Let's Face The Music And Donee to be one of the finest 
of oil pop songs— I especially like the rhyming of "bill" 
ond "still" in Irving Berlin's lyric; Fred Astaire ond Ginger 
Rogers did this one in "Follow The Fleet" ond I'll risk 
sounding corny by saying thot Sheilo ond Harvie capture 
some of that earlier duo's grace and deftness). 

UJhen Sheilo Jordon sings about missing that Old 
Time Feeling, she's not talking about rinky-dink nostal- 
gia— she's talking about thot worm, bluesy, down-home 
feeling that she used to get from Bird ond that she hos 
been passing along for the post 20 years or so. She 
soys, "If nothing else, I feel whot I'm singing. Otherwise 
I wouldn't sing." 

Listen to this album, ond you'll see whot she means. 
That feeling drips from every note. And the next time 
somebody pops on album in your face ond tells you to 
listen to this or that "Jozz singer." don't argue with 
them. Be polite, smile, ond show them that you under- 
stand that anybody who knows Summertime is o "jozz 
singer." 

Then go home ond put on this Sheilo Jordon record. 

—ICC JCSKC 

(Lee Jeske Is Cost Coast editor of Downbeat magazine.) 


O ver 20 years ago. in 1962, when her first album 
wos released. Sheilo Jordon gained meritorious 
opplouse from the Jozz press for her exceptional ond 
distinctive sphere of vocal jozz improvisations. Looking 
bock through the years, she hos consistently drown 
enthusiastic critical endorsement. In the lost five years 
or so she hos become increasingly active, ond her 
presence on the scene hos illuminated her remorkoble 
attributes os on undeniably genuine jozz singer. High 
placements In International Jozz polls hove become 
perennial. 

"I wos born singing," Jordon soys. "I've been singing 
ever since I could talk. During my childhood. I used to 
sing along ogoinst the mountains ond hove the sound 
come bock. ,Coal mines ore depressive ond music 
releases poln. 


"Most of my leorning is from the mountoins, the cool 
mines, ond the city streets. I sing out of the need to 
express ond shore my fife experiences." 

There is o dear correlation of Jordon's statement ond 
her unqualified emotional dromo ond muskal success. 

The dialogue she hos with the equally pliable Harvie 
Swortz on boss is the ideal setting to shore her deep 
personal feelings in o jozz outobiogrophicol spirit. The 
duo format leaves them completely uncovered os they 
swing ond improvise without caution ond restrictions, 
accounting for on unfoiling procession of surprises ond 
satisfactions. Swortz ond Jordon ore both considerable 
musicians ond form o balance os perfect os o quortz 
timepiece— two musicol voices sounding like one ond 
creating one musicol sound. 

How did Jordon arrive ot choosing the boss os the 
portner for her voice? "I knew the boss wos the instru- 
ment bock in the days when I worked with Steve 
Swallow. I like the space to get the fullest emotional 
freedom. I con create more ond different chapters in the 
script. The direction of the boss enhances my voice, 
giving it different texture ond o groove. I hear boss more 
than other instruments, ond this started in the early 50s; 
it enables me to reach certain oreos to expand my voice 
ond my feelings." 

Ves, the rapport ond rich okhemy is evident on this 
album. One seldom hears standard tune after standard 
tune wrapped with such adventuresome melodk ond 
harmonic cloths. It is often soid thot no one since Billie 
Holiday has personalized songs the way Jordon does. 
Indeed. Holiday wos o formative influence. "I loved the 
sadness ond the depth she song. I wos experiendng 
pain ot the time ond she brought it out even more.” 
recoils Jordon, "ond her emotional sensitivity mode me 
feel sod. though I wos used to it. I guess I wos born ot 
the right time ond the right place becouse besides 
Billie's virtues. I got o lot of joy from Bird. ” 

The intensity of the pithy reol fife dromo of Jordon 
ond Swortz in the recording studio staggered everyone 
in attendance. engineer David Baker ond I were 
knocked out time ond again by the unfolding of new 
worlds of sounds from familiar old songs. It wos a beau- 
tiful. inspiring experience . . . thot fulfilfing old time feek 
ingl Everyone, including Sheilo and Harvie. found it 
worthy of celebration. This album is o long awaited 
confirmation of very early predictions ond of Sheilo 
Jordon's true renaissance. 

-H6RB UJONG 
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SIDE 1: 

1. SOUR 

2. RAILROAD CROSSING 

3. NEVER LET ME GO 

4. OLEO 

(Sonny Rollins) Prestige Music-BMI 

SIDE 2: 

1. BUT NOT FOR ME 

(George and Ira Ger'shwin) New World 
Music— ASCAP 7;CO 

2. LOVE FOR SALE 

. (CcK Pc' * r i /Varner Bros. Music— 
ASCAP 11:26 
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Jones, Cnrlor Garland 


This happens to be the very first 
time that Red Garland and Philly 
Joe Jones have performed together 
on a trio album. Considering the 
many other-sized groups in which 
they have recorded together (most 
notably the early Miles Davis 
Quintet), this is a rather amazing 
fact. But it can now be checked off 
as a jazz recording oddity that has 
finally been taken care of. 

Ron Carter, like Philly and Red, 
gained much of his early recognition 
in an association with Miles, 
although his Davis period came 
about a decade later. Not only was 
this remarkably flexible bassist an 
excellent selection to round out the 
group, but Ron gave me no choice— 
he insisted on it. 

Please note that this is specifically 
an album without any sidemen. You 
can look on it as a trio with three 
leaders or with none— or simply as 
three friends-and-colleagues locking 
in together. _Q rr j n Keepnews 
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Nat 


Wright 

swingin’ with 

COLEMAN HAWKINS JIMMY GIUFFRE 

BENNY GREEN JIMMY RANEY 

PAUL CHAMBERS TOMMY FLANAGAN 

WYNTON KELLY RON CARTER 

JIMMY COBB RONNIE BEDFORD 

SHELLY GOLD 


WARWICK RECORDS PRESENTS 

THE 




VOICE 



I\at 
Wright 

swingin’ with 

Coleman Hawkins • Benny Green • Paul Chambers' 
Wynton Kelly Jimmy Cobb Jimmy Giuffre*- Jimmy Raney 
Tommy Flanagan • Ron Carter • Ronnie Bedford • Shelly Gold 


It must be Wright. It can't be wrong. 

Make no mistake about it, that play on words may be obvious, but so is the quality of Nat Wright's voice. 
In fact, that is what I would have stressed in the album title, the quality, not the bigness (which is certainly 
there) nor the jazz (which is not constant and only incidental to the quality). 

I believe that nightclub critics would call Nat Wright a “class singer.” That is a vague description, but it 
generally means one who has a distinct style, a dramatic sense, and, most especially, the ability to keep the 
special saloon society quiet and happy. It's a description usually applied to such as Herb Jeffries, Billy Daniels, 
Bobby Short, Billy Eckstine and Johnny Mathis, to all of whom he bears some resemblance. 

This is his album debut, but it is the culmination of much hard work and the widest experiences. Born in 
Greenville, South Carolina, he was brought to New York City when he was six, and raised by his southern 
grandmother, a pillar of the church choir in which he began his singing career. The world of music appealed 
but he didn't think seriously of it as a lifetime career. Instead, he went to Brooklyn College. 

“I developed a strong distaste for accounting,” he recalls. “So my grandmother sent me arouijd to see the 
great Lorenzo Fuller. I guess you could say that I’m his protege. He's pappy all right.” Lorenzo assessed young 
Nat's talents and suggested formal musical training and varied working experience. 

That took him to Europe. There he toured with Leontyne Price and worked the exclusive club circuit in 
France, Italy and Monte Carlo (“I had one steady fan there. Ex-king Farouk bought me dinner every night 
for a month”). In France, he sang at several jazz clubs as well as in a modern opera. In Italy, he appeared 
regularly on television and at the famous Roman nightclub, Bricktop’s. 

After three years in Europe, he returned to the United States for a role in the Broadway version of 
Copper and Brass, which starred Nancy Walker. Since then, his press book has filled steadily with notices 
gained from appearances at clubs all over the country. He’s added composing and lyric writing to his list of 
accomplishments and developed a working knowledge of rock and roll. (As he points out wryly: “Knowledge 
it was not, but it was one of the few ways in which you could be sure to keep working.”) Of one thing he’s 
sure. His working experience has been more varied than Mr. Fuller had ever expected, and it is perhaps best 
reflected in the width of his personal tastes in music. His two favorite singers are Ella Fitzgerald and the late 
Mario Lanza. 

Nat and Teddy Charles (who arranged four of these tracks and supervised the recording dates) picked 
the songs carefully. As Nat points out, “Since I’m comparatively unknown in this country, I decided to present 
a musical panorama, everything that I cap do from blues to opera and back again.” 

Then Teddy made sure that the accompaniment was an impressive jazz one, played by excellent musicians. 
On My Man’ 8 Gone Now (that's the song from Porgy and Bess, with a change in the lyric to permit a man to 
sing it ) , Joshua, Johnny One Note and You Let My Love Grow Cold, the accompaniment is by tenor saxophonist 
Coleman Hawkins, trombonist Benny Green, flutist Shelly Gold, pianist Wynton Kelly, bassist Paul Chambers 
and drummer Jimmy Cobb. On the rest, the personnel changes to tenor saxophonist Jimmy Giuffre, Shelly 

SIDE 1 


SECRET LOVE 

Remick Music ASCAP 2:46 

THIS NEARLY WAS MINE 

Williamson Music ASCAP 2:32 

MY MAN’S GONE NOW 

Gershwin Music ASCAP 3:36 


DO NOTHIN’ TILL YOU HEAR FROM ME 

Robbins Music Corp. 2:34 

CARAVAN 

American Academy of Music ASCAP 2:42 



Nat Wright with Conductor-Arranger Mai Waldron 


Gold again, pianist Tommy Flanagan, guitarist Jimmy Raney, bassist Ron Carter and drummer Ron Bedford. 

What results is a sampler (or sampling) of Nat’s wide talents, complemented and complimented by fine 
imaginative arrangements and excellent solos. There’s something here for everyone of musical taste, and, while 
there is no guarantee that our interests will always coincide, what follows is a blowing by blowing description of 
those things that particularly interested me. 

Teddy Charles wrote the arrangements for the following: 

My Man’s Gone Noiv. Nat says: “It’s such a beautiful song but I never heard a man do it. Then someone 
suggested the change in lyric.” Teddy crept inside Gershwin for this chart and Nat sings very much in that 
idiom. The Hawkins obligato is a very special ornamentation. 

This Nearly Was Mine. Nat admits that this is one of his two favorite tracks on the album. The 
arrangement is reedy, simple and filled with punctuations. Jimmy Raney is superb. 

7 Got It Bad. The singing is lush; the arrangement tense but light. 

Do Nothin’ Till You Hear From Me. This is done at a very slow tempo, but Nat pleads eloquently. Jimmy 
Giuffre plays wonderfully in the coda. 

Tony Chris did the arrangement for Caravan. Both the writing and the singing are at the wild level to 
which that song seems to tempt most performers. 

Mai Waldron wrote the arrangements for the remainder: 

Joshua. Nat explains that this is one of the most successful numbers in his nightclub act. The singing artd 
swinging is hard and exciting and Hawkins plays a ram’s horn of rare quality. 

Johnny One Note. This is another production number from Nat’s club act and his easy familiarity with 
it makes for a rendition quite unlike what you may have heard before. Both Wynton Kelly and Benny Green 
have fine solos within Mai’s swinging score. 

You Let My Love Grow Cold. This is an old Dinah Washington song from about ten years ago. and I think 
it is the least of the tracks in the album except for Benny Green’s wonderful solos in the introduction and later, 
both of which show his quality of stalking a melody. 

Secret Love. A lovely song, beautifully sung, with four gears written into the accompaniment, high- 
lighted by Jimmy Raney’s solo. 

Sophisticated Lady. The second of Nat’s two favorites in the album, he says that he “always wanted 
to sing this, but I never have before.” His two and a half octave range makes a difficult song to sing sound 
almost easy and Mai’s arrangement fits voice, music and words so perfectly. Here, as on most of the other 
ballads, Nat is closer to the jazz to which the title refers than on the more obviously jazz-oriented tracks. 

But jazz or not, Nat Wright’s quality is evident and outstanding. This is a rich new voice in music. Or, as 
this liner began— It must be Wright. It can’t be wrong. 

Bill Coss 


SIDE 2 

JOHNNY ONE NOTE 

Chappell & Co. Inc. ASCAP 3:24 

I GOT IT BAD AND THAT AIN’T GOOD 

Robbins Music Corp. ASCAP 2:45 

YOU LET MY LOVE GROW COLD 

Shapiro Bernstein Co. ASCAP 2:08 


SOPHISTICATED LADY 

Gotham Music Inc. ASCAP 2:47 

JOSHUA 

Selma Music BMI 3:24 
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SANCHEZ 



Perilous Time 




3. Perilous Time 

4. Babylon Wall 

5. Picture On The Wall 

> Side 2 

1. For You $£*** 

2. Sip My Chalice 

3. Never Ending World 


60246 1 70 1 51' 1 


> Side I 

1. Black Princess 

2. I Who Have Nothing 


4. Don’t Dis The Woman 

5. Rest Your Head On My Shoulder 


Manufactured & Distributed by Artists Onlyl Records 
Artists Onlyl Records. 580 Broadway, Suite 910, New York, NY 10012 
All rights reserved Unauthorized duplication Is a violation of applicable laws, 
copyright: 1999. printed In Canada 
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"BOBOT<8" 


the dialect of 
Paul Keens-Douglas 


You will find Bobots and a host of other 
characters alive and well at Lai Shop situated 
in the Is Town Say So column of the Trini- 
dad & Tobago Sunday Express. Weekly they 
get together over a few rounds of drinks to 
philosophise on life in T&T and in the world 
in general. The questions raised and the 
solutions suggested would prove worthy fare 
for any Heads of Governments Conference. 
Through these and many other popular 
characters Paul Kecns-Douglas reflects the 
thinking of the man in the street and with 
subtle humour makes his statement. Those 
who have eyes to sec and cars to hear will 
understand, for there arc many levels to 
dialect writing and performing. This album 
is a continuation of the popular Is Town Say 
So album and is just as exciting to the 
imagination. Put it on and hear for yourself. 
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SIDE 1 


Dis Bajan Girl The people of Barbados 

are often refered to as 
Bajans or Barbadians. 

Last Lick Recalls the games that 


children play many of 
which they create 
themselves. Based on 
Grenada, but similar 
games are played in 
most of the islands. 

Peltin’ Bobots’ discusses the 

art of pelting stones. 

De Sugar Problem . .Bobots suggests certain 
ways to solve the Sugar 
Problem in Trinidad & 
Tobago. 

SIDE 2 

Tanti An’ De Fire . .Tanti Merle tries to save 
her cushion covers 
which she had left at 
the store on credit. 

Windjammers In the old days vessels 

without engines were 
called Windjammers. 

They depended solely 
on sails and wind, and 
were a vital link in the ( 
passenger and commer- 
cial trade between the 
islands. 

De Dry Bones Dialect version of ex- 

tract from Bible 
(Ezekiel 37: 1-14). 
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Luis Per ico Ortiz 
Vocal Rafael de Jesus 

Lo Mejor 

Side One Side Two 


1. -ADIOS ME VOY 

(Luis Perico Ortiz) 

2. -JULIAN DEL VALLE 

(Luis Soto) 

3. -CAMARON 

(Charlie Rodriguez) 

4. -PERIQUITO 

(Hector Soto) 


.5:37" l.-DE PATITAS 5:56 

(Ramon Rodriguez) 

.5:08' ' 2.-SE LLORA Y LLORA 5:26 

(Ramon Rodriguez) 

.6:13 • * 3.-LO QUE DUELE MAS 5:01 

(Charytin Goyco) 

4:57* • 4.-ALLI MORIRE 5:43 

(Luis Ortiz) 
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GOTTA TRAVEL ON 
AIN'T NOTHIN’ WRONG WITH THAT 
SOMETHING YOU GOT 
SHOW ME A MAN (I Can Look Up To) 
WHISPERING GRASS 
I ALMOST LOST MY MIND 


I NEED YOU SO 
I FOUND A NEW BABY 
MAKE SOMEONE LOVE YOU 
TOMORROW NIGHT 
MY HEART TELLS ME 
THAT OLD GANG OF MINE 


f EPIC Jf 



Produced by 
Bob Morgan 
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Dflmmi jo 

ONE MORETIME WITH FEELING 


AIN'T NOTHIN’ WRONG WITH THAT 

1 NEED YOU SO 

SHOW ME A MAN (1 Can Look Up To) 

1 FOUND A NEW BABY 

WHISPERING GRASS (Don't Tell the Trees) 

MAKE SOMEONE LOVE YOU 

SOMETHING YOU GOT 

TOMORROW NIGHT 

1 ALMOST LOST MY MIND 

MY HEART TELLS ME 

GOTTA TRAVEL ON 

THAT OLD GANG OF MINE 


No matter how big the hit, how familiar the song or how 
many times Damita Jo has sung it, she can always belt it across 
one more time. 

And with great feeling. 

She's that kind of an artist. She has the kind of reserve that 
can be drawn on time after time, tune after tune. She always 
finds something fresh in a song. She always finds the right sound 
and projection for a song. 

In short, she sings one more time every time with feeling. 

And why not? Her training in popular music has been as good 
as a singer can receive. She majored in music at the University of 
California and at Sam Houston State Teachers College in Hunts- 
ville, Texas. Her background in that respect is solid. 

She spent seven fabulous years as the lead vocalist with Steve 
Gibson's Red Caps. And it was here that Damita Jo learned how 
to sing 'em all one more time — every time — with feeling. For 
night after night she would sing some of the group's biggest hits, 
often three or four times in the course of a single concert or per- 
sonal appearance. 

And that's how stars are made: out of the confidence that 
comes from knowledge, and out of the creativity that comes 
from challenge. 

But Damita Jo's singing goes much deeper than that. She's a 
performer with a style wholly her own. Her first Epic album, 
“This Is Damita Jo" (LN 24131/BN 26131*), presented the pep- 
pery performer singing just the way she does on a nightclub 
floor. She recreated in a studio the excitement of one of her 
personal appearances. 

For this album, we have a dash of that feeling plus the kind of 
Damita Jo that appeals to the swinging set, the ones who buy her 

THE SELECTIONS ARE FOLLOWED 


SIDE I 

AIN'T NOTHIN' WRONG WITH THAT— Blackwood Music, Inc. (BMI) 2:09 

SHOW ME A MAN (I Can Look Up To)-Old Lyne Music & T. M. Music, Inc. (BMI) 2:47 

WHISPERING GRASS (Don't Tell the Trees)-Mills Music, Inc. (ASCAP) 3:00 

SOMETHING YOU GOT-Tune-Kcl Pub. Co., Inc. (BMI) 2:39 

I ALMOST LOST MY MIND-St. Louis Music Corp. (BMI) 2:4B: 

GOTTA TRAVEL ON-Sanga Music, Inc. (BMI) 2:58 


single records and like their Damita Jo to sing with a driving, 
rocking beat. 

So for the swingers Damita Jo presents such driving tunes as 
That Old Gang of Mine, with its kicking interpolation of “Sweet 
Adeline," Something You Got, which was a big hit for her in the 
South, I Need You So, Ivory Joe Hunter's lament, and Ain't 
Nothin' Wrong With That, featuring some comments from the 
boys in the band. 

Damita Jo's range is wide. She presents a new song which she 
and her husband Biddy Wood first heard in Los Angeles and are 
now spreading all over the world. It's Show Me a Man (I Can 
Look Up To) by talented Rudy Clark, and it's a beauty. 

But she also presents a borrowed tune, Whispering Grass 
(Don't Tell the Trees), which will ring a bell with fans of the pre- 
World War II Ink Spots, for that's when the song was a big hit 
for them. There's a broad smile here, and also a warm tip of the 
hat to a fine vocal group. 

And she also offers oldies that she knows inside out like My 
Heart Tells Me, Gotta Travel On and I Almost Lost My Mind. 
These are songs she explores anew every time. With feeling, too. 

Garry Sherman arranged Make Someone Love You. All the 
other songs in this album were arranged by Fred Norman. The 
Norman touch on I Found a New Baby is particularly delightful 
and very much in Damita Jo's groove. 

And so it goes, from light tunes to songs solid with the blues 
or rocking to the beat. It's Damita Jo doing that good thing she 
does to a song. 

And every time she does it, she does it ONE MORE TIME 
WITH FEELING! 

DOM CERULLI 

BY THEIR PUBLISHERS AND TIMINGS 


SIDE II 

I NEED YOU SO-St. Louis Music Corp. (BMI) 3:24 

I FOUND A NEW BABY-Leeds Music Corp. (ASCAP) 3:3(1 

MAKE SOMEONE LOVE YOU-Day Music Co. & Bob Hilliard Music Co. (ASCAP) 2:33 

TOMORROW NIGHT-Bournc Co. (ASCAP) 2:40 

MY HEART TELLS ME-Brogman, Vocco & Conn, Inc. (ASCAP) 3:01 

THAT OLD GANG OF MINE-Bourne Co. (ASCAP) 2:53 
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THE GENIUS 


Ray Charles has been a favorite of many jazz musicians — 
including several of the most "advanced" — for a number 
of years. Knowledge and appreciation of him came relatively 
late, however, to the jazz listening audience. Ray's first wide 
success was in the rhythm and blues arena. It was when 
Atlantic began releasing Ray Charles alburns that the jazz 
collectors and critics — most of whom had abandoned 
listening to singles — discovered a new force. 

Ray s initial impact is hard and total, at least judging 
from this listeners experience. It's only gradually that one 
begins to realize the range of his capacities. In addition to 
the blues singer with the added thrust of gospel urgency, 
there is Ray Charles the composer; the straight instrumental 
pianist; the arranger; and the alto saxophonist, (cf. Ray 
Charles, 8006; Yes Indeed!, 8025; W hat’d I Say, 8029; The 
Great Ray Charles, 1259; Soul Brothers with Milt Jackson. 
1279; Ra\ Charles At Newport, 1289.) 

This album presents Ray in two new contexts — as singer 
and pianist with a big band and as one of the most warm- 
ly personal and sensitive ballad singers of this generation. 
The first side involves Ray with a vigorous big band whose 
distinguished personnel consists in large part of Basie sidemen 
with three from Ellington. The lean, swinging arrangements 
are by Quincy lones ( Let The Good Times Roll and Deed 
1 Do): Ernie Wilkins (It Had To Be You ); Johnny Acea 
( Two Years Of Torture ); and A1 Cohn ( When Your lover 
Has Gone). . 

"We did that first side in a double session ", notes Quincy 

Jones. "We finished ahead of time, but the musicians had 

become so emotionally involved, they wouldn t leave the 
studio. The Basie guys, for example, were due at the 

Waldorf, but they just sat there with the others — finger 
poppin and listening to the takes over and over again. 

After 45 minutes, Ray said to me. You know, 1 don t think 
anyone's left yet ." 

Ray s importance to the cohesiveness of the music on that 
first side comes from more than his singing alone. "Listen , 
says Quincy, "to how his piano holds the band together. 
In his own rather subtle way, he s just as moving a force 
as the orchestra. When he plays, he sets the tempo and estab- 
lishes the groove right away. Without him on piano, the 
results wouldn't have been as good”. 

What also becomes evident on the first side — and is heard 
more fully on the second — is Ray's unusual tenderness, 
understanding and individuality as a ballad singer. I ex- 
pressed some degree of surprise to Quincy, one of Ray's 
oldest friends, that a man who can project such whooping, 
uninhibited exuberance and earthiness on the material for 
which he's best known can also show- — as on this set — 
so romantic a side. "It's like", said Quincy, the comedians 
who can make you laugh the hardest are usually the ones 
who also can make you cry". In any case, not since Louis 
Armstrong’s 1931 vocal on When Your Lover Has Gone — 
to cite my own favorite ballad performance on this record — 
have 1 been as touched by the song as here. 1 only wish 
it had gone for several choruses more. 

The arrangements for the second side — with strings — 
are by Ralph Burns. In these interpretations, even when 
the lyrics are banal, Ray's warmth and, above all, that quality 
of latent power he has on ballads make these a refreshing 
experience. For one thing, he puts himself wholly into 
the mood and the material. It's this quality of complete in- 
volvement that characterizes everything Ray does musically. 
"He gets everything inside of him out ", Quincy explains. 
And that's a very hard thing to do. What 1 mean is that 
he has complete musical expression of what he has in him 
to say. When he does go into something, he goes all the 
way, and he gives all of himself”. 

Quincy was asked further why the musicians who work 
with Ray and those who follow his recorded career closely 
arc so fond of him. "Aside from his personal qualities", 
Quincy answered, "they respect the fact that down inside, 
he’s an excellent musician himself. He knows everything 
that's going on. When he sings, he does everything the way 
a musician would do it”. 

"During this date, Ernie Royal was feeling good. On one 
of my arrangements, there was a G triad on top of an F7. 
1 had maybe the D on top. Ernie said, 'Let's take it up 
higher. I'd like to hit my high A'. Ray said, I'd like it 
better if you hit your high G so we ll have the tonic on 
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SIDE ONE 

1. LET THE GOOD TIMES ROLL 

(By Sam T heard & Fleecie Moore; Cherio, BMI. 
Time : 2:49). Arranged by Quincy Jones. 

2. IT HAD TO BE YOU 

( By Gus Kahn & Isharn Jones: Remick, ASCAP. 
Time: 2:41). Arranged by Ernie Wilkins. 

3. ALEXANDER'S RAGTIME BAND 

(By Irving Berlin: Irving Berlin, ASCAP. Time: 
2:50). Arranged by Ralph Burns. 

4. TWO YEARS OF TORTURE 

(By Percy Mayfield & Charles Joseph Morris; Venice, 
BMI. Time: 3:22). Arranged by Johnny Acea. 

5. WHEN YOUR LOVER HAS GONE 

(By E. A. Swan: Remick. ASCAP. Time: 2:47). 
Arranged by Al Cohn. 

6. DEED 1 DO 

( By Walter Hirsch & Pred Rose; Laurel, ASCAP. 
Time: 2:23). Arranged by Quincy Jones. 

SIDE TWO 

1. JUST FOR A THRILL 

(By Lil Armstrong & Don Raye; Leeds, ASCAP. 
Time: 1:21). Arranged by Ralph Burns. 

2. YOU WON'T LET ME GO 

( By Bud Allen & Buddy Johnson; New Era. BMI. 
Time: 1:16). Arranged by Ralph Burns. 

3. TELL ME YOU'LL WAIT FOR ME 

(By Charles Brown & Oscar Moore: Progressive, 
BMI. Time: 3:21). Arranged by Ralph Burns. 

4. DON'T LET THE SUN CATCH YOU CRY1N' 
(By Joe Greene; Northern, ASCAP. Time: 3:42). 
Arranged by Ralph Burns. 

5. AM I BLUE 

(By Grant Clarke & Harry Akst; Witmark, ASCAP. 
Time: 3:35). Arranged by Ralph Burns. 

6. COME RAIN OR COME SHINE 

(By Johnny Mercer & Harold Arlen; ArM Music, 
ASCAP. Time: 3:40). Arranged by Ralph Burns. 

PERSONNEL 

On Let The Good Times Roll, Alexander's Ragtime 
Band 6 Deed 1 Do. the personnel is: Ray Charles, 
piano & vocals; Clark Terry, Ernie Royal. Joe Newman, 
Snookie Young, Marcus Bel grave & John Hunt, trum- 
pets; Melba Liston, Quentin Jackson, Thomas Mitchell 
& Al Gray, trombones; Prank Wess, flute, alto sax or 
tenor sax; Marshall Royal, alto sax; Paul Gonsalves, 
Z oot Sims & David Neuman, tenor saxes; Charlie 
Fowlkes & Bennie Crawford, baritone saxes; Freddie 
, Greene, guitar; Eddie Jones & Edgar Willis, basses; 
Charlie Persip 6 Teagle Fleming, drums. On Alexander's 
Ragtime Band. Jose Mangual. bongo drums, is added. 

On It Had To Be You, Two Years Of Torture & 
When Your Lover Has Gone, the personnel is the same, 
except that Billy Mitchell replaces Z oot Sims on tenor 
sax. 

On Just For A Thrill. You Won't Let Me Go, Tell 
Me You'll Wait For Me, Don't Let The Sun Catch 
You Cryin', Am 1 Blue & Come Rain Or Come Shine. 
Ray Charles, piano 6 vocals, is accompanied by : Allen 
Hanlon, guitar: Wendell Marshall, bass; Ted Sommer, 
drums: Bob Brookmeyer, trombone: and a large orchestra 
of woodwinds and strings (Harry Lookofsky, concert- 
master ) . 

On Alexander's Ragtime Band, the trumpet solo is 
by Marcus Belgrave. 

On Two Years Of Torture, the tenor solo is by Paul 
Gonsalves. 

On Let The Good Times Roll. It Had To Be You, 
When Your Lover Has Gone & Deed I Do. the tenor 
solos are by David " Fathead ” Newman. 

Recording engineers: Bill Schwartau & lorn Dowd 

Cover photo: Lee Friedlander 

Cover design : Marvin Israel 

Supervision: Nesuhi Ertegun & Jerry Wexler 


top. It would be a little tighter that way.' 

Ernie turned to me, and said, Is that all </> 
right, Quince?' Ray said, 'I ain't gonna tell 
you wrong, baby’. All the guys cracked up ", q 

Actually, it was Ray who was Quincy's first 30 
influence as an arranger. Charles had been born C 
in Albany, Georgia, in 1932, was moved to 2 
Grecnsfield, Florida, when he was a baby. At 
six, he was left blind after an illness. He studied 
music at a school for the blind in St. Augustine, Florida. 
Ray was orphaned at 15, and began playing professionally 
around Florida. For the next two years, he also began to 
gain experience as a singer and arranger. 

At 17, he settled in Seattle and instituted the Maxim Trio. 
Quincy, who grew up in Seattle, remembers the trio as being 
"very modern. He sang like Nat Cole with a little Charles 
Brown. Although he wasn't singing blues as such then, he 
always sang with that feeling. He also was playing clarinet 
and alto then, and he was writing. He did some arranging 
for a band I was in then. Bumps Blackwell's junior band, 
whose singer was Ernestine Anderson. 1 remember even then 
that when Ray came into a session, it came to life". 

"He showed me how to voice the first brass section writing 
1 ever did", Quincy adds. "He really showed me the function 
of an arranger, what he was capable of doing. He made 
everything breathe for me. When he wrote, he put life into 
every note". 

Among Ray's other qualities, Quincy underlines "his fan- 
tastic sense of humor and his basic honesty. And he's so 
direct and unselfconscious". 

It is again that lack of self-consciousness that allows Ray 
to move so freely and assuredly through various areas of 
music. He is not afraid of mixing the blues with the gospel 
feel (as if it were ever really possible to totally disassociate 
those strains ) . He finds no contradictions or conflicts in 
playing basic blues piano and then, when he wants to, fleet 
modern jazz. He is the same unmistakable Ray Charles in 
1 Got A Woman as he is in When Your Lover Has Gone. 

Ray is only 27, and there is considerable indication that 
he continues to mature musically. There's no predicting, then, 
what further extensions of Ray will be heard in future 
Atlantic albums. 1 hope, however, on the basis of this one. 
that there will be further dates with a charging big band 
and more ballads, particularly standards. There hasn't been 
a major addition to ballad singing in a number of years — 
a singer who doesn't distort the song and yet makes it an 
intensely personal fragment of autobiography. 

There have been very few singers in jazz who could shout 
the blues convincingly and be just as at ease in softer stories. 
There have btxn ever fewer who could fuse a band together 
from the piano at the same time. And — if need be — also 
write the arrangements. 

NAT HENTOFF 
Co-Editor, The Jazz Revieu 



This is a high fidelity recording. Transfer from 
master tapes to master lacquers is made on Ampex 
Model 300 Tape Recorder, Scully Variable Pitch Lathe. 
' and Cook Literal Feedback cutterbead. The variable 
pitch control of the Scully Lithe widens the grooves 
for loud passages and narrows them during quieter 
sections, saving cutting space on the record and forming 
the light and dark patterns that can be seen on the 
surface of the pressing. The finest vinylite compound 
is used, and the records are pressed on the new Boomer- 
t)Pe presses. For best results obsene the R.l.A.A. high 
frequency roll-off characteristic with a 500 cycle 
crossover. 
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HOLLYWOOD 


THE GREAT DIZZY GILLESPIE TREATMENT OF 
HOLLYWOOD’S MOST POWERFUL FILM THEMES 



THEME FROM EXODUS o MORE o DAYS OF WINE AND ROSES 
CAESAR AND MOON RIVER 

CLEOPATRA (RREAKFAST 

LAWRENCE OF AT TIFFANY’S) 

ARABIA NEVER ON 

LOVE THEME V SUNDAY 

FROM LOLITA WALK ON THE 

MOON RIVER WILD SIDE 

(BREAKFAST THEME FROM 

AT TIFFANY’S PICNIC 

MORE o DAYS OF WINE AND ROSES o LAWRENCE OF ARABIA 
CARIOCA (FLYING DOWN TO RIO) CAESAR AND CLEOPATRA 
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DIZZY*GOES 

HOLLYWOOD 


MAIN THEME FROM “EXODUS" 

Ernest Gold, Chappell <£ Co., me. (ASCAP) . . . 2:38 

MOON RIVER from “Breakfast At Tiffany's" 

Henry Mancini— Johnny Mercer, Famous Music Corp. (ASCAP) . . . 2:46 

CAESAR AND CLEOPATRA THEME 
from The 20th Cent.- Fox Film Prod. “Cleopatra" 

Alex North, Robbins Music Corp. (ASCAP) . . . 3:07 

DAYS OF WINE AND ROSES 

Mancini— Mercer, M. Witmark <£ Sons (ASCAP) ... 2:15 

WALK ON THE WILD SIDE 

Elmer Bernstein, Columbia Pictures Music Corp. (ASCAP) . . . 7:07 

MORE Theme From “Mondo Cane" 

R. Ortolani—N. Oliviero, Edward B. Marks Music Corp. (BMI) . . . 2:43 

LOVE THEME FROM LOLITA 

Bob Harris, Chappell <£ Co., Inc. (ASCAP) . . . 2:44 

PICNIC THEME from The Columbia Picture “Picnic" 

George Duning, Columbia Pictures Music Corp. (ASCAP) . . . 2:21 

NEVER ON SUNDAY 

Manos Hadjidakis, Unart Music Corp. (BMI) . . . 3:02 

THEME FROM LAWRENCE OF ARABIA 

Maurice Jarre, Gower Music, Inc. (BMI) . . . 3:04 

CARIOCA (FLYING DOWN TO RIO) 

Kahn—Eliscu—Youmans, T. B. Harms Co. (ASCAP) . . . 2:53 

Produced by Hal Mooney Arranged by Billy Byers 
Coiffeur for Dizzy's poodle (see cover): Melvin Davis 
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INSPECT 


ED BY 


The Dizzy Gillespie you hear in this album of motion picture themes is 
different, (but not really new). He's the same Dizzy Gillespie whose nearly 
30 years in professional music have produced a trumpet sound so polished 
and so brilliant as to be indelibly his. No one else sounds like Dizzy. 
Other trumpeters may play at him, but they cannot play like him at all. 
They may toss off a run or one of those startling octave jumps, but they 
cannot follow through with chorus after chorus of complete control over 
the instrument. And no one shows Dizzy Gillespie’s absolute command 
of the structure and marrow of a song. 

What is new is that Dizzy has taken here a program of motion picture 
theme music from some of the most famous films of Hollywood. And 
moreover, Dizzy— as usual has strayed far from the obvious. Film themes, 
as nearly everyone who toils in the jazz vineyards will agree, are not the 
likeliest of themes upon which to build inspired variations. 

But no one will dispute Dizzy's mastery as displayed in WALK ON THE 
WILD SIDE, the Academy Award nominee of ten years ago. Dizzy's soft 
but insistant open horn gives this theme a much different interpretation 
than has ever been rendered, but still retains the feeling of the original 
melody to such an extent that one can't help feeling that the theme was 
written expressly for such a rendition. 

Not only does Dizzy manage to make each of these screen themes fill 
the full function of the jazz song, but he gives to each an individual color 
of its own through his approach in sound to the piece. His muted horn 
on CARIOCA is saucily exuberant and right in keeping with the flavor of 
this fine film song from the 1930’s. And Henry Mancini should be mighty 
pleased with the thorough exploration Dizzy gives of the possibilities in 
“Moon River." Dizzy's solo is short, but it is remarkably inventive and 
declarative. 

The usually haunting theme from LAWRENCE OF ARABIA as played 
by Dizzy can now be reclassified as a great jazz riff. The beauty of the 
tune remains melodic and yet the figures go to clean cut jazz. 

And so it goes, from the very familiar strains of EXODUS to the not-so- 
familiar strains of CAESAR AND CLEOPATRA. Dizzy makes all of the 
songs become displays of virtuoso jazz trumpet. For this is what Dizzy 
has become; the soloist so brilliant that he rises above his material and 
his surroundings. 

And Dizzy has achieved in this album a feat that he has wanted, to 
attempt for many years. To develop an approach to a popular melody 
that appeals not just to the jazz fan, but to everyone. And so he has. For 
the jazz buff and for the average listener, Dizzy has brought together a 
set of great motion picture themes, familiar to everyone, blended with his 
own jazz style, and has treated the world to the enclosed package . . . 
a treat indeed. Dorn Cerulli 
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Julio 

Jaramillo 

Con los conjuntos de 
Rosalino Quintero 
Carlos Bonilla y 
Bolivar Lara 


LADO “A” 


LADO “B” 

RONDANDO TU ESQUINA Bolero-tango • * 

DEBEMOS SEPARARNOS 

(Charlo) 


(Mario Cavagnaro) 

DE UN VIEJO AMOR 

Bolero 

CARTA A Ml MADRE 

(D. A. R.) 


(Bobby Capri) 

QUEMA ESAS CARTAS 

Valse * - 

RECORDANDO UN PASAOO 

(Alberto Cosentino-Juan Pedro Lripez) 


(Emilio Santistevan) 

PENSANDO EN Tl 

Valse • 

ADIOS AMOR 

(Angel Siales) 


(Raul Caceda) 

SECRETO AMOR 

Bolero • 

CORAZON NO LLORES 

(D. A. R.) 


(Rafael Hernrindez) 

Grabacion 

ONIX Ecuador 


Valse 
Bolero * 
Valse 
Valse 
Bolero ' * 




DON VOLLMER 


BOB SUMMEROUR 





Front photo by Hugh Leggett, Back photo by Charles Cook 

The Wedgwood Trio in Concert 
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MY LORD, WHAT A MORNING 
Favorite Religious Folk Songs 
as sung by The Wedgwood Trio 

Side 1 — 

1. MY LORD, WHAT A 
MORNING 

2. SHALL WE CATHER AT 
THE RIVER? 

3. AMAZING GRACE 

4. INTO THE WOODS MY 
MASTER WENT 

5. TM ON MY JOURNEY HOME 


Side 2 — 

1. WE ARE CLIMBING JACOB S 
LADDER 

2. GO TELL IT ON THE 
MOUNTAIN 

3. AND AM l BORN TO DIE? 

4. JUST A CLOSER WALK 
WITH THEE 

5. OH, SINNER MAN 


The term Wedgwood has its origin 
in the 18th century when a potter by 
the name .of Josiah Wedgwood pro- 
duced a •ware that was fine, hard, and 
porcelainlike. It was characteristically 
of a tinted clay ground with small 
cameo reliefs in white -paste, applied 
before firing. Wedgwood ware was 
of such high quality that the name 
has since become synonymous with 
quality in other uses. 

The one word that best describes 
the music of The Wedgwood Trio is 
quality. 

With so much music being adulter- 
ated today, it is indeed refreshing and 
rewarding to witness the entree of a 
new group such as The Wedgwood 
Trio. It is good that their first long- 
play album is devoted to religious 
folk songs. They could fill a dozen 
albums with the secular folk songs, 
new and old, that they have collected 
from many parts of the world. But 
it is to their credit that they have 


chosen instead their favorites from 
religious folk music. 

The Wedgwood Trio had its begin- 
nings in 1964 at Newbold College in 
England where Bob Summerour of 
Dalton, Georgia, Jerry Moyle of Mor- 
ganton, North Carolina, and Don 
Vollmer of Asheville, North Carolina, 
were enrolled as students. The trio 
was asked to do some American folk 
songs for an international folk night 
at the college. The audience response 
was quite enthusiastic, and soon the 
trio was invited to sing for the British 
Folk Sotig Society. 

After three appearances before 
chapters of the Society, Bob, Jerry, 
and Don presented their first full- 
length concert — a benefit program to 
aid a hospital for mentally retarded 
children — at East Hampstead Col- 
lege, Berkshire. This was toon 
followed by two benefit tours in 
England. During the Christmas re- 
cess they traveled on the continent 


and sang with church and youth 
groups in M a d r i d, Li s b o n, and 
Geneva. The Easter holiday saw them 
touring with the college choir for 
four concerts in England and South 
Wales. 

They appeared twice on “The Best 
Saturday Night in Town” at London’s 
New Gallery Center, a famous land- 
mark in the British capitol. The New 
Gallery Personality Award was pre- 
sented to the trio on the final program 
of the season. A few days later they 
flew to Paris for a recording session 
anil radio appearances. 

Following more concert appear- 
ances and broadcasts in England, 
France, Sweden, and Finland, the trio 
returned to the United States to com- 
plete their college work at Southern 
Missionary College in Tennessee. Al- 
most immediately their weekends and 
holidays for the school year 15)65-66 
were booked solid for concerts and 


special appearances from Massachu- 
setts to Florida. 

In many respects folk music is the 
heart of musical expression, always 
popular with the masses. The ex- 
tremely singable church music popu- 
larized in Germany by Martin Luther 
was based on German folk music. 
John and Charles Wesley also 
adapted folk music to their many 
hymns. These and other influences 
led to the popularization ot the folk 
hymn. 

The Wedgwood Trio, one of the 
most promising ot the new musical 
groups, has discovered the wonderful 
heritage man has in the religious tolk 
songs he sings. And the songs in My 
Lord. What A Morning! express this 
heritage so well that we may aptly 
describe them as soul-satisfying. 

Cecil Coffey 
Book Editor 

Southern Publishing Association 
Nashville, Tennessee 









HONEGGER 
La Danse des Morts 

JEAN-LOUIS BARRAULT 
CHARLES PANZERA 

Chorale Yvonne Gouverne 

Symphonie n° 2 

Orchestre de la Societe des Concerts du Conservatoire 

CHARLES MUNCH 
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; HONEGGER - Claudel 
^ La Danse des Morts 
^ Oratorio 

Dialogue - Danse des Morts 

Lamento - Sanglots 

La Reponse de Dieu 

Esperance dans la Croix 

Affirmation (25'53) 

JEAN-LOUIS BARRAULT, recitant 

CHARLES PANZERA, baryton 

ODETTE TURBA-RABIER, soprano 

ELIETTE SCHENNEBERG, mezzo-soprano 

Chorale Yvonne Gouverne 

Violon solo : Andre Pascal 

Enregistre les 27 et 28 mars 1941 ® 1 941 

Nouveau report effectue par Keith Hardwick 
d'apres les 78 tours originaux DB5135-7 • 2LA3479-84 



^ HONEGGER 
^ Symphonien°2 
pour orchestre a cordes 

1 - r'Mouvement : Molto moderato (io os) 

2 - 2 e Mouvement : Adagio mesto (7 0 i) 

3 - 3 e Mouvement : Vivace ma non troppo 

Presto (4*55) 

Enregistrd les 15, 16 octobre 1942 et 1" mars 1944 
Nouveau report effectub par Keith Hardwick 
d'apres les 78 tours originaux W 1600-2 • 2LA3855-60 

® 1944 

Orchestre de la Societe des Concerts 
du Conservatoire 
Direction : 

CHARLES MUNCH 

HONEGGER, photo Albin-Guillot-Viollet 
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Enregistrement d'origine 78 tours 


PATHE MARCONI ITT! 


Made in France 


Quinquagenaire et Eternel 

Mais qui done etait Honegger, pour nous interpeller ainsi ? Ce 
ton. ces themes, sont inattendus en notre sidcle. Un etranger sans 
doute ? Et meme un passant, qui n'appartient a aucune ecole, un 
proche pourtant. sur ses semelles d'infini. C'est bien cela. Protes- 
tant et Zurichois, ne au Havre pourtant, Honegger fut cette sorte 
de Rimbaud trapu qui aurait vraiment vu la mer, et n'aurait vrai- 
ment aime que Bach. Longtemps il est reste au Havre, ou ses 
parents importaient du cafe, D’avance, il y a vu “Quai des Brumes ". 
Mais chaque semaine il prenait le train (ce n'etait pas “la Bete 
humaine") pour etudier le violon b Paris, et avec le meilleur maitre 
possible. Lucien Capet. Au lendemain de la Grande Guerre, adopte 
a Paris, coopte par le Groupe des Six, il y restera, inguerissable- 
ment, un etranger. II le confesse. Ni fetes ni foires ne I'interes- 
sent, ni defis. ni paris. Ni Paris. Son monde a lui, c'est la musique 
de chambre et la musique symphonique, tout ce qui n'est pas a 
la mode, tout ce qui est grave. Un jour il ecrira des oratorios, c’est 
sur : des profanes, et meme des sacres. comme si les temps de 
Haendel et de Haydn n'etaient pas revolus. II ira plus loin : de sa 
"Judith", oratorio profane, il fera un opera seria. Un homme du 
passe, done, avec I'epaisseur de son d'un Brahms et meme d'un 
Reger (a Paris !) et, dans sa tete, pour tout avenir, des regrets et 
des retours en arriere ? Mais non I Nul comme Honegger ne fut 
de son siecle, et sa musique temoigne pour la condition de I'hom- 
me. ici meme. et dans ce siecle meme. “Paques a New York" lui 
inspirera une de ses premieres musiques, et c’est I'esprit de Blaise 
Cendrars qui le conduit (ce meme “Paques a New York", par un 
etrange recoupement. lu au hasard d'un train, arrachait des lar- 
mes a ce globe-trotter emerveille, Arthur Rubinstein). C'est un 
homme de son temps qui a mis en musique "Pacific 231”, avec sa 
geniale dramatisation d'un rythme, qui finit par immobiliser le 
Temps (on songe aux grands express bardes de blanc dont parle 
Saint-John Perse, avec leur provision de glace pour trois jours). 
Poete et voyant, mais mondain aussi, et intempestif toujours : 


Eternal at the age of fifty 

Who was Honegger to defy us like this ? Such a tone of voice, such 
themes, are out of place in our age. Perhaps he was a foreigner ? 
He might even be a passer-by who belongs to no school and yet, 
at the same time, is a close relation bound for eternity. That must 
be it. A Protestant and a resident of Zurich, even though born in 
Le Havre. Honegger looked like a thick-set Rimbaud who had be- 
held the sea and who really loved only Bach. For a long time he 
lived in Le Havre where his parents ran a coffee importing business. 
There he experienced the melancholy atmosphere of Quai des 
Brumes even before that famous nineteen-thirties film made its 
appearance. But every week he took the train (not the train per- 
sonified in Zola's novel La BQte Humaine) to study the violin in 
Paris with Louis Capet, the best possible of masters. On the eve 
of the Great War, adopted in Paris, co-opted by the group known 
as “Les Six", he was to settle there, an incurable foreigner. He 
frankly avowed it. He was interested neither in high jinks nor low 
jokes, in challenges nor daring wagers. Neither did Paris tempt 
him. His own personal world was one of chamber music and 
symphonies, everything that's out of fashion, everything that's 
“serious". One day, of course, he was to write oratorios, secular 
and even sacred ones, as if the age of Handel and Haydn was not 
yet over. He was to go further : he turned his secular oratorio 
Judith into an opera seria. Was he, then, a man of the past, with 
the thick sound of a Brahms or a Reger (in Paris !) and, in his 
mind's eye, a man of the future made up of nostalgia and back- 
ward glances ? Certainly not. No man was more a product of his 
time than Honegger, and his music bears witness to the human 
condition here and now, in this very age. PSques b New York 
(Easter in New York) was to inspire one of his early compositions, 
and it is shaped by the spirit of that nomadic writer and traveller 
Blaise Cendrars. (The same PSques S New York, by a strange inter- 
play of events, drew tears from Arthur Rubinstein, that admiring 
globe trotter, when he read it by chance on a train journey.) He 
was a man of his time who set to music the railway engine 
Pacilic 231 with an Inspired dramatisation of rhythm which ended 
by immobilising Time itself. (One is reminded of those huge 
express trains cased in white that the poet Saint John-Perse speaks 
of, with their stock of ice enough to last three days.) Poet and 


Honegger osait aimer I'opera, qu'il avait beaucoup vu au Havre, 
enfant. Passe encore qu'avec Jacques Ibert il ait berit “ I'Aiglon” , 
pour Fanny Heldy et Vanni-Marcoux. Mais I'operette I Mais “les 
Aventures du Roi Pausole", et “les Petites Cardinal" ! Mais la 
musique pour films ! Decidement ce fils de Bach habite le quoti- 
dien, et surprendra toujours. 

“Ce n'est pas demain que j'entrerai dans I'Eternel. c'est aujour- 
d'hui meme" : librement interpretee d'Aristote, e'etait la devise 
pobtique de Paul Claudel. Quelque part sur les chemins de la 
terre, ces hommes reels, qui etaient aussi des visionnaires, se sont 
rencontres. Feconde rencontre. On lui doit "Jeanne au Bucher" 
et "la Danse des Morts", on lui devra la musique de scene du 
“Soulier de Satin". On lui doit cette grande bouffee de realite, de 
verve, de vigueur qui souffla sur un monde qui avait peur de la 
guerre, sur un art qui avait peur du sacre. Honegger avec son 
vetement de cuir, sa silhouette trapue, sa puissance breve, sa vio- 
lence illuminee, son gout de Bach, son heritage protestant et 
suisse. Claudel avec son cou de taureau, son impatience de voya- 
geur planetaire. ses ambassades, son catholicisme emporte, ses 
illuminations de Rimbaud et de Notre-Dame. Ces deux-la se sont 
done rencontres. Cela a fait un grand bruit de Foi et d'Esperance, 
dans un sibcle qui allait croire qu'on peut ne pas croire, ne rien 
croire, et pourtant vivre, et meme faire de la musique. 

II y eut d'abord “Jeanne au Bucher", voulue passionnement par 
Honegger contre un Claudel reticent, mais peu a peu conquis. 
Tant est grande la contagion de la generosite, de 1'elan. Ensuite, 
a la veille de la guerre, il y eut “la Danse des Morts". Certes. 
Claudel portait en lui-meme son Ezechiel. Mais quel poete faut- 
il etre, et quel passant, pour oser faire de Dieu un recitant, et lui 
emprunter sa voix ? Pour, avec une forte et tendre naivete, regar- 
der les plaies du Crucifie et lui adresser presque des reproches ? 
C'est I'esprit des Improperes, que meme la liturgie commenqait 
a oublier alors. Le texte de Claudel respire a hauteur de Bible, 


seer, but man of the world too, and ever unseasonable, Honegger 
dared to be fond of opera, which as a child he'd often seen in Le 
Havre. It was all very well to compose L'Aiglon with Jacques Ibert 
for Fanny Heldy and Vanni Marcoux. But to write operetta as well : 
Les Aventures du Roi Pausole and Les Petites Cardinale ! And film 
music ! Assuredly this son of Bach lived the life of everyday and 
was able continually to surprise. 

“It is not tomorrow that I shall enter on Eternity but this very day." 
Such, freely adapted from Aristotle, was Paul Claudel's poetic 
motto. Somewhere paths crossed and there came a meeting bet- 
ween Claudel and Honegger, men of reality but visionaries as well. 
It was a fruitful encounter. To it we owe Jeanne d’Arc au BQcher 
(Joan of Arc at the Stake) and La Danse des Morts (Dance of the 
Dead), not to mention the incidental music for Claudel's poetic 
drama Le Soulier de Satin (The Satin Slipper). From it, too, sprang 
that great breath of reality, zest and vigour that blew upon a world 
afraid of war and an art afraid of spirituality. Honegger with his 
leather jacket, his thick-set form, his concentrated power, his 
enlightened violence, his love of Bach and his Protestant Swiss 
ancestry, was brought into contact with Claudel and his bull-like 
physique, his space-traveller's impatience, his diplomatic missions, 
his hot-headed Catholicism, and his inspirations based on Rimbaud 
and the Holy Virgin. The meeting of these two men created a great 
stir of faith and hope at a time when people were on the verge of 
believing that they could not believe, that belief In anything was 
Impossible, and yet that they could live and even make music. 

First of all there was Jeanne au BQcher, so passionately desired by 
Honegger In the face of a Claudel initially reluctant but gradually- 
won over. Great indeed is the power of generosity and enthusiasm I 
Then, on the eve of the 1939 war, came La Danse des Morts. Cer- 
tainly Claudel bore within himself the prophet Ezekiel. But what a 
poet you have to be, what a medium, to dare make God your narra- 
tor and to lend Him your own voice I What a poet you must be to 
contemplate with strong but tender artlessness the wounds of 
Christ on the cross and to address Him almost with reproach I 
This is done in the spirit of the Improperla (Reproaches) which 
even then the formal Liturgy was beginning to neglect. Claudel's 


sans pour autant perdre des pieds le sol, et c'est sabots aux pieds, 
comme tous les soldats de I'an II, comme tous les enfants du 
Bon Dieu, qu'il organise la Danse, ou s'entrechoquent complaintes 
de pays, Ponts d'Avignon et Carmagnoles, et ces rictus d'eternite 
qu'on voit aux squelettes dehanches des authentiques Danses 
Macabres. Familiers tous les deux de I'immense. Claudel et Honeg- 
ger peuvent y oser I'humour. Le Recitant de la “Danse des 
Morts" est un peu comme cet Annoncier qui au debut du “Soulier 
de Satin" (pas encore joue dans sa version scenique. cela ne se 
fera qu'en 43, immense coup de sante et de verve dans la guerre 
sinistre). nous engage a ne pas trop prendre au serieux le serieux 
meme le plus sacre, celui des Grands Textes. Levez-vous, enfants 
de la maison, chantez les plus grands textes, et jouez. La “Danse 
des Morts" invite I'homme a se souvenir qu'il est Poussiere. Mais 
plus poussiere encore est le Pharisien, qui se nourrit de Ja pous- 
siere des textes. Qu'il ecoute plutot Claudel, qui conseille la dila- 
tation : “Je ne suis pas venu dissoudre et resoudre et diviser, 
mais remplir." 

Quelle reponse que la ferveur ! Paris, malgre les privations, orga- 
nisait une semaine Honegger en 1942. II atteignait ses cinquante 
ans. “A cet age on commence a avoir des chances d'ecrire pour 
la posterite", disait-il. Son cadeau de demi-siecle, ce fut cette 
2 e Symphonie, que Charles Munch lui joua. apres que Sacher I'ait 
creee en janvier, a Bale. Avec sa fureur de cordes au finale, et 
ce fremissement des contrebasses, qui disent que quelque chose 
d'immense est en marche dans le monde. elle aurait pu s'appeler 
la Victoire. Elle I'annongait peut-etre, mais ne la nommait pas. 
Pour cordes seules, elle comporte une trompette ad libitum, mais 
en 1942 cette trompette se taisait. On ne I'entendra qu'aprbs la 
guerre, victorieuse, dans 1'autre enregistrement qu'en fit Charles 
Munch a Boston. Ici, dans la clandestine, les cordes suffisent a 
dechalner cette colere et cette foi, qui sont I'Esperance. 

Andre TUBEUF 


words breathe the same exalted sphere as the Bible, although the 
poet keeps his feet firmly on the ground. And those feet wear 
peasant clogs, like warriors in the second year of the Republic, 
one and indivisible, who are like the children of God when he 
organises the Danse des Morts in which there clash together rustic 
ballads, folk tunes, Revolutionary dances, and the grimaces of 
Eternity we see leering from ungainly skeletons in old pictures of 
the Dance of Death. While both Claudel and Honegger are perfect- 
ly at home in vast perspectives, they can nonetheless allow them- 
selves humour. The Narrator in La Danse des Morts is rather like 
the Commentator in Le Soulier de Satin who. at the beginning, 
exhorts us not to take seriousness too seriously, even in its most 
sacred form of Holy Writ. (Le Soulier de Satin was not to be per- 
formed in its stage version until 1943, when it struck a powerful 
blow for health and vitality in the middle of an evil war.) Awake 
and sing, ye children of the temple, sing and play the holiest of 
holies. The Danse des Morts invites man to remember that he is as 
the dust. Even more so is the Pharisee who feeds meanly on the 
dust of words. Let him, rather, hear Claudel, who counsels 
expansiveness : "I have come not to dissolve and resolve and 
divide up, but to fill." 

What a life-giving reaction is enthusiasm I Despite the privations 
of the time. Paris organised an “Honegger Week" in 1942. He had 
reached his fiftieth year. “At that age." he said, “one begins to 
have a chance of writing for posterity." His half-century present 
was the Second Symphony that Charles Munch played for him after 
the Swiss conductor Paul Sacher had given the first performance 
in January at Basle. With its frenzied strings at the conclusion and 
its quivering double basses that speak of something huge^on the 
move in the world, it might well have been entitled "Victory . This 
symphony foretold victory, perhaps, but did not name it Although 
written for strings alone it included an ad lib part for trumpet. In 
1942 that trumpet part was silent. It was only heard after the war, 
which had indeed ended wih victory, in another recording Charles 
Milnch made In Boston. Here, in secret, the strings are enough to 
unleash that combination of faith and anger which go to make up 

hope Traduction James Harding 


En couvorturo CHARLES MUNCH, pholo Marcol Arlhaud • JEAN-LOUIS BARRAULT, photo Rogor-Violtet • CHARLES PANZERA, photo X - Maquett© jc t/i 
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ORIGINAL SOUNDTRACK RECORDING 


Mack Gordon.famous songwriter made the leap from the tunesmitl 
ranks to that of producer for "Three Little Girls in Blue!' then promptly 
assigned himself to write the lyrics for the musical opening, with the 
music to be penned by Josef Myrow and Harry Warren. Harry Warren 
wrote one song for the film “This is Always!' 

SELECTIONS 

SIDE 1 

1. Overture 

Three Little Girls in Blue Vocal Group 

A Farmer's Life is a Very Merry Life Vera-Ellen, June Haver 

and Vivian Blaine 

2. On The Boardwalk (in Atlantic City) June Haver, Vivian Blaine 

and Vera-Ellen 

3. Three Little Girls in Blue (Reprise) June Haver, Vivian Blaine 

and Vera-Ellen 

4. Oh My Love Vocal Group 

5. I Like Mike .Vera-Ellen 

6. Somewhere in the Night Vivian Blaine 

7 If You Can't Get a Girl in the Summertime George Montgomery 

and June Haver 


SIDE 2 

1. You Make Me Feel So Young Vera-Ellen CharlieSmith 

and Vocal Group 

2. This is Always June Haverand George Montgomery 

3. Always the Lady Celeste Holm 

4. Finale 

Vera-Ellen dubbed by Carol Stewart 
Charlie Smith dubbed by Del Porter 
George Montgomery dubbed by Ben Gage 

HOLLYWOOD SOUNDSTAGE NO. 410 


Cast 


Cover Design/Dennis Preato 
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SYNOPSIS 


Three pretty farmerettes— Pam (JUNE HAVER), Liz (VIVIAN BLAINE) 
and Myra Charters (VERA-ELLEN), bored with the life bucolic, enthusias- 
tically plan to use their inheritance to seek romance and fortune at 
Atlantic City, the millionaires' playground of 1905. Since their money 
won't allow all three to go in style, they decide that Pam will go as 
the wealthy Miss Charters, while the other two act as her secretary 
and maid. 

In Atlantic City, Pam's impressive arrival at the hotel is attentively 
noted by Steve Harrington (FRANK LATIMORE) who orders champagne 
to be sent to their suite. From Mike (CHARLES SMITH), the wine waiter, 
the girls learn that Steve is unmarried and one of the richest men in 
America. The girls toast one another to such an auspicious beginning of 
their big adventure. 

P/ a drowning ruse next day, Pam, effects a meeting with Steve and 
his friend, Van Damm Smith (GEORGE MONTGOMERY). Both men call 
k . Pam that evening and after they go out, Myra leaves for a date with 
Mike, eoyly announcing to wistful Liz, "It's Thursday, maid's night out!' 

k ihe gay weeks that follow, both Steve and Van vie for Pam's favor, 
but neithe' is able to propose because the other always pops up at the 
crucial r ioment. Meanwhile Liz is worried. Their small means are gone 
ano ■ ,e hotel bill is due. Myra volunteers to borrow from Mike whom she 
has promised to marry, while Pam suggests that Liz accompany her that 
night to interest Steve and leave Pam free with Van whom she loves. 

When Van proposes, Pam confesses her hoax, but learns in turn that 
he is also penniless and was after her fortune! Pam still wants to marry 
him, but he advises her to marry Steve. 

Pam does accept Steve, and the sisters leave to visit his home In 
Maryland. Steve's sister, Miriam (CELESTE HOLM), makes them wel- 
come, but soon suspects that something Is romantically amiss. She 
guesses that Pam is pining for someone else, while Liz is in love with 
Steve. When she learns that Van was at Atlantic City, she has the solu- 
tion. Miriam sends for him and works out a plan to reunite the couple. 
During this time, Steve, thrown more with Liz, comes to realize it is she 
he really loves, so when he later discovers Pam In Van's arms and she 
confesses the hoax to him, and her love for Van, he is delighted. He is 
free to ask Liz to marry him. 

Now Myra has Mike, Pam her Van, and Liz has Steve— a happy end to 
the romantic adventures of the three pretty sisters from the farm. 


"Sister acts”— whether singing or dancing teams, orchestras or acro- 
bats — have always had one widely-suspected common denominator: 
the fact that the "sisters" are not sisters at all, or even remotely related. 

The truth is readily apparent in the casting of June Haver, Vivian 
Blaine and Vera-Ellen as the three sisters of "Three Little Girls in Blue!' 
but even more than Producer Mack Gordon realized, the background of 
all three blonde beauties is so similar as to be able to match even those 
rare instances of true sister teams. 

All three come from middle class homes, in medium-sized cities, 
where they began acting at an early age, and not one ever worked any- 
where but in the entertainment field. They all come from non-theatrical 
families who didn't raise their daughters for the movies. 

June Haver, who calls Rock Island, Illinois, her home town, made her 
debut at the age of five in a little theatre production. By the time she was 
eleven, she had her own radio program sponsored by a dairy company. 
At thirteen, she was singing professionally with such bands as Dick 
Jurgens, Ted Fio Rlto, and Freddy Martin. 

Vivian Blaine's career is almost a duplicate of June's except that she 
came from Newark, N.J. and did her singing with Jay Mills and Erwin 
Kent. She started warbling at fourteen, and five years later, a movie 
scout saw her at New York's Glass Hat night club, and sent her to 
Hollywood. 

Vera-Ellen, who hails from Cincinnati, also sings, and dances more 
than she sings. As a small child, her mother sent her to dancing school 
so she would get some exercise. Vera-Ellen took to It like a duck to water, 
and by the time she was fourteen had danced before practically every 
fraternal, charitable and service organization In Ohio and Kentucky. She 
also started her professional career by wotklng with dance orchestras 
and In night clubs. 

If the girls had been sisters, working as a trio their careers couldn't 
have been more parallel. They've done the same sort of thing, in the 
same sort of places, and reached their present positions by the same 
sort of route. Not being a trio of sisters, they did It in different places. 
Besides, who would believe that one set of parents could be that lucky 
as to have June Haver, Vivian Blaine and Vera-Ellen. 
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Special thanks, love and appreciation to our parents, 
families, and loved ones (past and present) without 
whose support we would now be working 9 to 5 . . . 
Dick Bush and Gypsy, Saudi Phares, Sandy Russell, 
Carlene and Kris Smith, LWZ and RAZ 


Our V.I.P. section consists of those who went the extra 
mile in their service and dedication to the band. 
Richard R. Bush 

Harold Goldberg and Mary Ciccone 
Birger Hansen and Doris Cooney 
Gary Weeks 


To (he Whizzers (our friends and fansl 
— you 've kept our spirits up over the 
years; we hope we haven 't forgotten 
any of you! 

Alex the Cornball 
Richard Avery 
Steve Baker 
B.C. & Judy 
Darlene Braunlich 
Ellen Brooks 
Edna Bush 
John Bush 

Billy and David Buske 
Levi Connelly 
Keith Conroy 
Tom Darling 
Suzanne Desire 
Paul Dixon 
Diane Donaldson 

Eddie #1, Eddie #2 and Fast Eddie 
Elaine, Jim and Zachary 
Elmira Contingent — Karen, Kate, Pat 
and Sherry 

Freddie. Michael and David Faccioli 

The Flying Flynn Sisters 

A1 Funicello 

Sherry Galpin 

Barb Governski 

JoAnn Hodge 

Linda Hull and Steve Zuchowski 

Sue and Michelle Hull 

Heather and Carrie 

Kevin Hubbard 

John Hudson and Family 

Maureen Keegan 

Lee Krull 

Peg Lambert 

Karen Loret 

Mark and Chuck (rock & roll boys, both) 

Steve Michaels 

Montreal Contingent — Dee and all the Scallons, 
J.D. Bush, Manon Landry, John McGale and 
Cecile Uguccione 
Loretta Moss. 

Wayne Mueller 
Walter Munson 
Nancy and Linda 
Bobby Nichols 

Oswego Contingent — Gae, Mary and Terry 

Op Parker 

"OZ" 

Amy, David and Debbie Pasternack (Fluffy, too!) 
Jim, Katie and Tymmy Patrick Pfeiffer 
Saint Pirongski and Co. 

David Rezak 
"Sheldon" Russell 
Mickey Sage 
Mark Shapiro 
Sharon and Wendy 
James Spencer 
Sue Suppes 

Jim "Woody" Woodworth 


Dedication 

This album is lovingly dedicated to Bobby Scuderi . . . 
Get well soon, Bud, our thoughts are with you! 



Jim Connelly 
Paul Dixon 
Paul Donaldson 
Jim "Spot" Dorchester 
Peter Fallato 
Jeff Finch 
Bruce Lamitie 


Where Are They Now? 

Past W.K, Crew 

"Mouse" Manley 
Andrew North 
Jim Pfeiffer 
"Bud" Scuderi 
Chris "Achmed" Stahrr 
John "Hoss" Stockwell 
Richard Strompf 

M.I.A.'s 


John Bach 
Troy Dancer 

Frank DeMarco 
Freddie Luncheonetti 
J.B. Royce 


Danjcr Music 

Jerry Curkendahl alias Jacques Lessler 
Danny Lynch A.K.A. Darby Leary 
Vanguard Recording Society 
Mark Berry 
Danny Weiss 

and, 

Raymond F. Manley 


Past Management 
Nod-Out Talent Ltd. 

Barry Baker, Joe DeMaso and Phil Hopkins 
Lawrence Rand Artists Management I FA Management 

Larry Rand and Mike Sick Jim Armstrong, III 


Mncrinn Music Fox Management 

Macrina Rand Freddie Faccioli, Jr. 


Our many thanks to these professionals who 
have helped us over the last seven years and 
proven themselves to be just that — true pros! 
Bonne Music — Mickey, Mike. Paul, Terry 
and Victor 
Jean Botcha 
Katherine Brown 
Bill Buchanen 

Calf Audio — H. Barnum Cole and Alfred 
Grunwald 
Phil Dalesandro 
Dayson Studios — George Day 
Dan Dishaw 
D.M.R. Agency 
Dobbin Agency 
Dave Frisina 

Gerber Music Co. — "Ducky” Carlisle 

Ghassan Hair Design — Ghassan 

Gordon Electronics 

Bob Herold 

Bill Holmes 

Lincoln Supply — Nate 

Donald Martel 

Mojo Manor 

Gordon More 

Newhouse — Bill Cooper 

O. K. Corral — John "Hog Lawrence 

P. C.I. Studios 
Jack Pidgeon 

Rosehill Studios — Cliff Kent and Vince Taft 
Kathy Rowe 

Salina Electronics — Art, Bob and Vic 
Salt City Printing — Patti Vinciguerra 
Dennis Sick 

S&K Lighting — Kevin and Steve 

Tom Somara 

A1 Stahr 

Chris Stahrr 

Hal Thomas 

Tops To Please 

Two Guys From Italy 

U Haul — Jim Proctor 

United Radio 

Valex Agency 

Michael Verity 

Wagner Room — Rupert and Sally Jensen 
Tom Watson 
Bill Wherle 
Ron Wray 



ANYDAY NOW 

By Philip Zeppetello 
Here I am can't stop thinking about you 
I understand and I know what I’m gonna 
do 

Think I'm gonna call you when I find 
a dime 

This could take forever 
I've got time 
(Chorus) 

Anyday now 
Anyday now 
Anyday now I'll get you 
Run away you can run but you'll never 
hide 

Come what may you will want me by 
your side 

Making like a shadow I'll be right behind 
Look around the corner it's me you'll find 
( Chorus ) 

You know that I will play to win 
You can never tell 
You might as well give in 
You might as well give in 
Scott: Rhythm Guitar 
© 1981 Starstream (SESEC) and 
Mypuken Music (BMI) 

All rights reserved. Used by permission. 

HOW MANY 
HEARTBREAKS? 

By Philip Zeppetello 
The boy didn't know I needed him so 
I couldn't be what he wanted in me 
Now that he's gone I gotta push on 
The pain will pass it never does last 
Can I lean on you I want you too 
You know what I need tell me please 
(Chorus) 

How many heartbreaks will I have to 
survive 

How many heartbreaks before I arrive 
How many heartbreaks will he put me 
through 

How many does it take how many 
heartbreaks 

There ain 't no shame in playing this game 
Easy it's not but it's all we got 
And nobody knows how the story goes 
So hold on tight you're right for tonight 
Can I lean on you I want you too 
You know what I need tell me please 
( Chorus ) 

Fluffy Saccucci: Tenor Sax 
© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 


GET THE FEELING 

By Philip Zeppetello 
Gotta get up have some fun 
Somebody's got to be the first one 
How 'bout you don't be shy 
Somebody's got to take the first try 
We'd love to take you higher 
Gonna set the whole damn place on fire 
(Chorus) 

Get the feeling 

Get the feeling 

Anyway you want it to be 

Get the feeling with me 

Don't go home til we're through 

We couldn't make it without you 

Let's take off hold on tight 

Rockin' and rollin' 'til the first light 

We'd love to take you higher 

Gonna set the whole damn place on fire 

(Chorus) 

Fred and Scott: Guitar/Synth 
© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 

STOLE YOUR HEART 

By Scott Varga 

How do you know she isn't dreamin' 
of you 

That you hold her tight the whole night 
through 

How do you know it isn't you that she loves 
Is it hard to believe it's you she's thinking 
of 

How can you think that it isn't true 
When you look in her eyes you'll see it's 
you 

(Chorus) 

Stole your heart 

All she's given you from the start 
It's time you wised up and got smart 
And you know that you'll never part 
Can't believe that she stole your heart 
Why do you think it's taken so long 
You tiow know that she is where you 
belong 

Why do you think she didn't tell you 'til 
now 

You played it so cool she just didn't 
know how 

Why do you think that it isn't true 
When you look in her eyes you'll see it's 
you 

(Chorus) 

Scott: Solo Guitars, Acoustic and 
Electric Pianos 
Tim: Backwards Cymbal 
©1982 Vargasongs (BMI) 

All rights reserved. Used by permission. 


COME AND SEE ME 

By Philip Zeppetello 
If you could see yourself you'd die 
Heart hung on your sleeve 
You're such a mess since she said 
goodbye 

You look like meat that's gone through 
the grinder 

A knife in the back would have been kinder 

I could make you forget her 

All you gotta do to make it feel better 

(Chorus) 

Come and see me 
Come and see me sometime 
Come and see me tonight 
If you could see yourself you'd laugh 
You're so stretched out 
You let that little girl tear you in half 
You look like something the cat dragged in 
Face on the floor the dog dragged you 
out again 

I could make you forget her 

All you gotta do to make it feel better 

( Chorus ) 

© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 

YOU GOT ME GOING 

By Philip Zeppetello 
/ saw you there you looked so fine 
You saw the sadness in my eyes 
Without a word you held my hand 
And then you smiled at me 
And made me understand 
I was only hanging out 
And I didn't know what 
Love was about 
( Chorus ) 

You . . . you got me going 

The love that you're showing 

Has got me feeling 

Ooh . . . you got me going 

Got to keep growing 

This love I'm feeling 

We danced around the flashing floor 

I knew I needed to see more 

Could this be a love at last 

I had to stop myself 

Cuz I was falling fast 

I was only hanging out 

And I didn't know what 

Love was about 

(Chorus) 

PZ: Acoustic Guitar 
Scott: Octave Guitar 
Tim: Oversized Bass Drum 
© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 


GO AND SAY 
GOODBYE 

By Philip Zeppetello 
I can see you're fooling me 
I got your number 
Blind my eyes to all your lies 
Broke the spell I was under 
The words all over town 
How you pushed me around 
But that's all over now 
(Chorus) 

You can go and say you're sorry 
You can say it was all a lie 
Just a part of the same old story 
You can go and say goodbye 
Goodbye . . . you can go and say 
goodbye 

Goodbye . . . you can go and say 
goodbye 

You're so smart cut for the part 
What a ride I was taking 
Sad and sore deceived and more 
All the time you were faking 
The words all over town 
How you pushed me around 
But that's all over now 
(Chorus) 

© 1982 Mypuken Music (BMI) 

All rights reserved. Used by permission. 

THE SONG YOU 
WROTE 

By Denise Weeks and Kathi Campbell 
I heard your song on the radio 
Reminded me of you 
And I'm left here just hangin' on 
And feelin' blue 

Wanted to pick up the telephone 
Just to hear you say hello 
To tell you I still think of you 
Tho that was long ago 
(Chorus) 

So sing the song you wrote for me 
Centuries ago 

The words you wrote that meant so much 

To you and me 

I heard your sad song 

Drifting through the miles 

As once you sang your song for me 

And I can still feel your smiles 

That special song you wrote for me 

Of how love never dies 

And I know I won't forget 

How the love shown in your eyes 

(Chorus) 

Your voice still moves me 
Like when I was your lady blue 
Ever\'time I hear that song 
I sit and think of you 
I remember times we had 
Sweet memories come anew 

(Chorus) 

Scott: Piano 

Scott and Fred: Coral Electric Sitar 
© 1980 Last Weeks Music (BMI) 

All rights reserved. Used by permission. 



YOU CAN STILL ROCK 

By Scott Varga 

So your life isn't right stayin' out all night 
Hope by the morning things will be better 
No one to talk to friends are far and few 
And you wonder if you could be sadder 
But there's something that's right 
It's why you stay out all night 
And no matter what they think of you 
(Chorus) 

You can still rock and roll 
No they can't make you stop can't get 
to your soul 
Wa-oh-oh rock and roll 
No they can't get to your soul 
Well your week went all wrong barely 
got along 

Who do you think you're foolin’ 

You're caught up in the race others 
settin' your pace 

Sometimes you wonder what the hell are 
you doin' 

But there's something that's right 
It's why you stay out all night 
And no matter what they think of you 
( Chorus ) 

Maybe one more time it's all left behind 
For the moment you're in no hurry 
You get off on the sound beat pulsin' 
around 

It makes you forget that you worry' 

But there's something that's right 
It's why you stay out all night 
And no matter what they think of you 
( Chorus ) 

Fred and Scott: Three-handed Organ 
PZ: 2nd Solo Guitar 
Scott: 1st Solo Guitar 
© 1982 Vargasongs (BMI) 

All rights reserved. Used by permission. 


The Whizz Kidds are: 

Tim Cooney — Drums 
Fred Hart — Keyboards, Vocals 
Scott Varga — Bass, Lead Vocals 
Denise Weeks — Lead Vocals 
Philip Zeppetello — Lead Guitar, Vocals 

The Whizz Kidds' Road 
Crew are: 

Rock n Roll Bob Brown — Sound 
Brian Bellus — Lights 
Scott Henry — Lights 
Produced by Philip Zeppetello 
with invaluable encouragement 
advice and assistance from Alexander 
Executive Producers: The Whizz Kidds 
Engineered by Alex Perialas 
Assistant Engineer: PZ 
Recorded and Mixed June thru 
September 1982 at Pyramid Studios, 
Ithaca, NY 

Pressed and Printed at Mark Records, 
Clarence. NY 

Cover Concept, Design and Layout — 
Scott Varga and Denise Weeks 
Cover and Sleeve Layout — Patti 
Vinciguerra/Salt City Printing 
R.i.m.a. Records - R. Bush. prop, 
and A&R Exec 

R.i.m.a. Logo by Colleen Ney 
Photography by Jonathan Beach 
Make-up by Colleen Ney 
Tea and Sympathy - Kathi Campbell 
Write to: The Whizz Kidds 
P.O. Box 277 
Liverpool, NY 13088 
(315) 451-2022 
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STAN GETZ and J. J. JOHNSON 


at the OPERA HOUSE 


In 1957, making the eighteenth annual Jazz At The 
Philharmonic concert tour in America 1 recorded, as I have in 
previous years, various concerts of the group. They were 
recorded at Carnegie Hall in New York City, at the Chicago 
Civic Opera House, and at the Los Angeles Shrine Auditorium. 
In spite of the experience in the past, it still remain a na.ter 
of luck as to the technical recording quality of what the 
artists put to wax. It’s also a problem of the artist being 
at his best, because they obviously play better at one sitting 
than another, depending on the circumstances surrounding 
their particular day. We were very lucky with what happened 
in Chicago at the Opera House, because technically the repro- 
duction was almost perfect (perfect in terms of what you could 


T lines: 


BILLIE’S BOUNCE 
MY FUNNY VALENTINE 


COVER PHOTOS BURT OOLDBLATT 


normally accomplish in a studio) and the musicians reached 
an artistic peak with what they played that night. Logically, 
therefore, this album is called "Jazz At The Opera House”. 


This, as far as 1 know, is the first time that Stan Getz 
and J. J. Johnson have ever teamed up as the only soloists 
on an album. Their affinity for each other was marvelous: 
a kind of musical dialecticism; and especially is this evident 
in their remarkably exciting “Blues In The Closet". 


The rhythm section on both sides of this LP consisted of 
Oscar Peterson. Ray Brown. Herb Ellis and Connie Kay. 


NORMAN GRANZ 


CRAZY RHYTHM 
YESTERDAYS 

IT NEVER ENTERED MY MIND 
BLUES IN THE CLOSET 


PRINTED IN U S A 
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Lado/B 

Tumbatecho I los hi jos 


(Joe Arroyo) Arr.: Ramon Orlando 


FuegO NILAGROS 

(D.R.) Arr.: Ramon Orlando , ■ 

LA ESCOPETA / FREDDY KEKNTON 

(Ediuirdo Sandier) \rr.: Leo Pimentel 

ELTRATO/ FREDDY 


(K. Diaz) Arr.: .Im* Nicolas 




Produeeion: JULIO CESAR DELGADO/ PRANK TORRES 
I’roductor Ejecutivo: ANTONIO "Tony" MORENO 

Diseiio y Arte del Album: DRAC.O 
Fotografias: AL FREDDY 

Mfg. & Dist. by: TH RECORDS & TAPES, INC. 

10124 N.W. 80 Ave., Hialeah Gardens, FL 33016 
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Lado/A 

Samba Palenque I 


(Joaquin Torres) Arr.: Ramon Orlando 

OIIMIAIIMIII / 


CURUCUCHU / 

(Emilia Herrera) Arr.: Ramon Orlando 

QUEDATE CON ELLA/ 

(R. Diaz) Arr.: Ramon Orlando 

LA CUCA / FREE 

(Eduardo Sanchez) Arr.: Leo Pimentel 
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(A) 

LA PISCINA 

(CHICO ALEJANDRO) 

GARZA BLANCA 

(CRISTOBAL NEGRON) 

ME MUERO PORTI 

(CHICO ALEJANDRO) 

ILARIE 

(CID / GUERRIRO DITO / CENINHA Esp.) 


(B) 

MAMI 

(DR) 

PORQUE SE FUE 

(PALITO ORTEGA) 

rSANTA BARBARA 

(CELINA Y REUTILIO) 

LA BOCHINCHERA 

(CHICO ALEJANDRO) 


Canton: ANEUDI (A1 , A3, B1 , B3) Bfl) / JAVISH (A2, A4, B1 , B2) 

Arreglos Musicdles: 

NELSON GARCIA (A1, A3, A4, B1 ) / ALBERTO TAVERA (A2, B2, B4) / JAVIER QUINTERO (B3) 

' • \ < ' PERSONAL MUSICAL. 

NELSON GARCIA (Trompela) / GERARDO SANTIAGO (Trompeta) ALBERTO TAVERA (Sax Alto y Tenor) 
PEDRO GALLARDO (Congas) / LEONARDO SANTOS ( Tan) bora ) ' CARMELO MARRERO (Piano y Cuatro) 
JAVIER QUINTERO, (Bajo) / ROLANDO TATIS (Guira y Ejombo) LUIS ALMONTE (Teclados) 
CARMELO "Coti" MEDINA (Tecnlco de Sonido) / MIGUEVr'OMER© & ADIB MELGEN (Coro) 
JAVISH VICTORIA (Voz y Coro) / ANEUDI- DIAZ (Director, Voz y Coro) 

\ * S I 

Productor Ejecutivo: ANEUDI. DIAZ / Producciop: CONJUnTO QUISQUEYA 



V -1504 ' 

Esludlo de Grabaclon: E M S SIUDIO' Mezcla de’Sonldos RONI TORRES & /MELSON GARCIA Folo Caralula NITZMAR PHOTO STUDIO 

Dlseno y Arte Carblula Dli'AGO ,• \ 

(©<»>) I '.1911 SIINII I (INI MUSIC COIII’ Mli| K Dlsl hy SUNOIIINL MUSIC C(jnPJ(i3§ N W 79lll Ai/emic. Miami. FI. 33I2B All Rights Reserved 

1 Undof I IceniS from VIVA PI,‘<J(t/?V)S 


1 III 

111! 

Illlll 

m 

1 0" "8B253 11 

1 50A 1 ,lll 0 | 



I 

l 

(! 

I I 


\ 




""'"'•tum 








Ml FRACASO 

(Juoit Gabriel ) 
An., Berlito Sosa 






ilffiNBRD £L 

<£s 


EL ADMEN IO 

(DIU 

Ai i'. Hoi lU o Sma 


air,: i ions 


SENORA MELANCOLIA 


(VV Mornlt’s) 
An.: Dttfls 


•v \ 

* V*. 


iuraao. 

(UNDO, S.A. 

tondo 404, Sto, Dgo., R.D. 

09 ) 685 - 2576 / 541-8268 


n U.S.A.: 

ECORDS. INC. 

|*Aye.. Now York, N.Y. 10023 

2) Avmm&o 


D lartn 


Phone: 


MM 

M -#34 


MUJERES CONMIGO 


VAN ACABAR 


€studios de Grabodon: 

■ Sto. Dgo.: fiudiokib 

Ingenieros de Sonido: Mo nolo Zorribos, Josd fl. Frometo 

Grabodon Orquestodon 

■ Sto. Dgo.: €mco 

Ingenlero de Sonido. July Ruiz "Mcztlo" 

■ U.S.R.: Sound Vdeos 

Ingeniero de Grabodon, de Voz y Coras-. John Fousty 


Productores €]< 

lie. Francisco N 

lino/ 

Rosa Nunez Fc 

mini 

Dlre.cdon Musical 

Bertico Sosa 

far 



a A.ULV « MWI>IJ 


Irafio: 

llrnc €nrique de Morthcnc 
■ 

Arte y Dlseno: 

Juan Nurtfcz 




(OK.) 

Am : Bertico Sosn 


DUDAS 
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SIDE ONE: 

1. COINC WHERE JESUS IS (Clay Graham) 4:02 

2. REACH OUT (Major Roberson) 4:30 

3. ILLUSION (Major Roberson) 4:24 

4. OLD SHIP (Major Roberson) 3:39 

5. STAY ON THE LINE (Major Roberson) 3:50 

SIDE TWO: 

1. BARNYARD (Clay Graham) 9:43 

2. TELL THE WORLD (Ben Chandler) 5:23 

3. ARE YOU FOR REAL? (Clay Graham) 5:06 

Produced By: Franklin Williams 


Engineered By: Tom Easley, Wolf Stephenson 
Personnel: Clay Graham, Cleve Graham, Major Roberson, Ben 
Chandler, Bobby McDougle, Michael Atkins, Mann Burgess 
Photograph: Errol Dillon 
Cover Design: Roy Wooten, Phil Allen 
Coordination: Trish Borel, Lynn Vinzant 
Guitars: Bobby McDougle, Joey wolfolk 
Bass: Michael Atkins 
Keyboards: Larry Addison, Frank Frieson 
Drums: Timothy Burgess 
Percussion: Franklin Williams 
String and Horn Arrangements: Norman Williams 
Management and Bookings: Jubilee Productions 

821 East 89th Place 
Chicago, IL 60619 
Attn : Major Roberson 
(312) 483-8895 or 
(312) 568-5327 

Recorded, Digital Remixed, Manufactured and Distributed By : 
Malaco Records 
3023 West Northside Drive 
Jackson, MS 39213 U.S.A. 

The Pilgrim Jubilee Singers of Chicago, Illinois, are quite 
unique in as much as they have been considered one of the 
top quartets in the country for many years. Gospel Music has 
gone through many phases and changes in the past few years, 
yet the Jubilees have been able through these times to 
maintain their status as a renowned group with a great 
following. 

The "Jubes," as they are affectionately known, have 
numerous albums to their credit, not to mention the number 
of 45$ released over the years. "Put on Your Shoes" was the 
last album to date. This new album, "Gospel Roots," will be 
worth waiting for. It features "Old Ship of Zion," "Are You 
for Real," "Over There Where Jesus Is," "Barnyard," and others 
l know you will enjoy. 

Members of the Pilgrim Jubilees are Clay Graham, Cleve 
Graham, Major Roberson, Ben Chandler, Michael Atkins, Bobby 
McDougle and Mann Burgess. 

This album is dedicated in memory of the late Mr. 
Christopher Graham, to all radio announcers and gospel lovers 
all over the world. May God Bless You is our prayer. 

Irene Johnson ware 
General Manager 
WGOK AM Radio 
Mobile, Alabama 


Diitributed bv: 

MLtO 

RECORDS 

3023 W. Northiide Drive 
Jackion, MS 39213 USA 
» ® Malaco, Inc. 1987 
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Verdi Highlights 

IL TROVATOR 


Price - Elias ■ Tucker - Warren • Tomi 

Selected by the Metropolitan Opera / f 


u 

LM/LBC-2017 


Leontyne 

PRICE 


Rosalind 

ELIAS 


Richard 

TUCKER 


Leonard 

WARREN 


(Jiorgio 

TOZZI 


ROME OPERA HOUSE ORCHESTRA AND CHORUS / ARTURO BAS LEE, conductok 



Verdi 

IL TROVATORE 


Highlights 



ACT I 

Abbiotta zingara 
Tuooii In notto plaoida 

ACT II 

Anvil Chorus* Stride la viimpul 
Mill roggontlo • II billon 

ACT III 

Ab, si, ben mio • Di quollu pirn 

ACT IV 

I •’limin' sull'iili rosoo • Misororo 
Udistef Como albeggi • Ai nostrl montl 
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he five top principals in this recording hour the Metropolitan Opera standard. Leon- 
tyne Prico made u triumphant Metropolitan debut us the Trovatore Leonora. Leonard 
Warren was already a legend before bis tragic and untimely death. Uis Metropolitan debut 
was in a Verdi role, as was his last, unfinished performance. In all he sang olcvenVordi parts. 

hike his Radamos, also on records, Mr. Tucker’s Troubadour is yet to he heard in the 
theater, but thousands of opera-goers have applauded him as the Duke of Mantua, Don 
Carlo, and Alvaro in Forea del Destino. Mr. Tom mutches Ferrando’s somber measures 
with his sumptuous voice, and Miss Elias’ recorded Armenia is a high point in the comely 
young mezzo’s expanding career. 

As for the work itself, it entered the repertoire of the Metropolitan almost as soon as 
the doors were opened, preceded only by Faust and Luoia. The old wnrhorso 1ms lost none 
of its spirit nor a particle of its hold on the public since the night in Home when its stirring 
pages first came to life more than a century ago. 

Three great works climax Verdi's middle period and II Trovatore is the middle of these— 
Higolelto, Trovatore and Traviata. Verdi is said to have written the whole of it in exactly 
four weeks, between the first and twenty-ninth of November, 1852. 

Even with those closest to him Verdi could he remote and austere (as a child he was de- 
scribed us “shy and lierce”), so wo have nothing direct from him on the subject. It is certain, 
however, that the death of his mother in 1861 helped shape the mother-son angle of the plot 
so all-important in Trovatore. Originally Verdi had written his librettist that he intended 
to name his eighteenth opera alter the "unusual character” of Azucenn. 

The involved plot of Trovatore is u wide-open invitation to burlesque. All that can he 
ridiculed in opera seems to he exposed in its clanging libretto. Gilbert and Sullivan declared 
open season on it with Tit iddigore, incorporating such stock Verdian items as the brother 
of a noble family believed dead, witches’ curses and a frustrated romance. There are also 
mixed-up babies in Pinafore and The Gondoliers. 

Still the work survives, unashamed by the easy and cheap wisecrack, for what cannot be 
burlesqued is Verdi’s honest and throbbing music. Who but Verdi could tell a tale so grim 
ns Ferrando’s in waltz time? In the next net he does the same in "Stride la vampaT’ One is 
\'i, the other % but they have the same harmonic pattern and the llrst bars of each could be 
sung together, highly appropriate since they relate the same blood-curdling story. 

In the words of one authority, Leonora’s first solo, "Tacea la nolle, " “evokes all the mys- 
tery of a clandestine encounter in the moonlight." Pitts Sanborn, the Into critic of the Now 
York World-Tele //ram, called the heroine’s fourth-net aria “moonlight in music." 

“ Stride la vampal," already referred to, spits amt crackles like the conflagration it de- 
scribes. An old edition of The Victor Hook • of the Opera cites "l)i ipiella pira" ns an example 
of what makes opera. There could be no better ease in point. On that llVst night in Home 
the tenor in bis excitement threw in a ringing high C. It has remained ever since. "II balen " 
is right from— and to— the heart. 

And Verdi, the dramatist, at all times kept pace with Verdi, the composer. He never 
failed to have a good deal to say about the books of his works and to his keen sense of the 
theater we owe one of the most famous moments in nil opera- the union of Leonora’s voice 
with Maurice's in the Miserere. A ftor the mournful chanting of the priests come the ominous, 
heavy chords in the trombones, then Leonora's phrases like broken sobs. Once in Montecntini 
Verdi assembled the organ-grinders and paid them a stitV ransom to desist from further 
plugging the Miserere and the Quartet from Hit/oletto. But no amount of familiarity breeds 
anything but admiration mid wonder and affection for Mnnrieo's cry of farewell from the 
donjon tower. 

"Don't have Azueena go mail," Verdi wrote in a long letter to his librettist dated April 
1851. “Exhausted with fatigue, suffering, terror, and sleeplessness, she speaks confusedly. 
Her faculties are weakened, hut she is not mad. This woman's two (/rent passions [the italics 
lire Verdi’s], her love for Mnnrieo and her wild thirst to avenge her mother, mast be sus- 
tained to tin' end.'’ Indeed, yes, glorious Maestro; otherwise, we might not have hud " li 
nostri inonti.’’ 

- Francis Hoiunson 
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"Big" Joe Turner has been nick-named "Boss of the Blues” for 
many years— a well deserved accolade, but one that does not 
describe his wondrous talents fully enough. In addition to being 
acknowledged as one of the premiere blues talents of this 
century, Joe is also a highly regarded jazz singer, and has enjoyed 
continuous success with rock audiences as well. 

Joe was born in 1911 in Kansas City, where he achieved his first 
fame. By the 1930's Joe had teamed up with pianist Pete Johnson 
to create some of the most exciting blues and boogie woogie ever 
heard. He was discovered in the late 1930's in Kansas City by 
impressario and record producer extraordinaire John Hammond, 
who brought him to New York for a concert appearance at 
Carnegie Hall (and this was the 1930's!) as well a series of dates at 
some of the most prestigious New York clubs. He also made his 
first recordings for the Decca label at this time, including the 
classic “Roll 'Em Pete," heard on this album. 

In 1941 he was invited by Duke Ellington to appear in his revue 
entitled "Jump For Joy." He went on to perform with many of the 
world's greatest jazz musicians, including Art Tatum, Meade Lux 
Lewis, Albert Ammons and more). His fame and success grew 
continuously in both the jazz and blues fields. 

By the early 1950's he was signed to Atlantic Records, the most 
prestigious of the independent companies devoted to jazz and 
blues music in that era. Joe's work on Atlantic was largely 
responsible for ushering in the rock and roll era, as he combined 
his powerful blues shouting with highpowered combos on such 
early rock classics as "Shake Rattle and Roll," "Morning, Noon 
and Night," “T.V. Mama" (which featured brilliant guitarwork from 
another legend, Elmore James), "Chains of Love,” "Honey Hush," 
"Chicken and the Hawk," “Hide and Go Seek" and "Flip, Flop and 
Fly,” among others. His success continued on the rock and roll 
charts well into the 1960's with "Corrine Corrina," "Sweet Sue" 
and a new version of "Chains of Love.” During this period of great 
success with the youth market, Joe never lost his grip on the jazz 
and blues audience that had supported him, and all of the LP's he 
recorded for Atlantic (such as the superb and recently re-issued 
"Boss of the Blues") featured him performing jazz and blues 
material with the world's top jazz instrumentalists. 

Joe is still going strong, recording both blues and jazz material to 
great success, both with small combo's, and big bands (such as 
his marvelous Pablo album "Joe Turner/Count Basie— The 
Bosses! ", INTERMEDIA Records Is privileged to bring you this 
great set of material from "Big" Joe. NONE OF THE MATERIAL ON 
THIS ALBUM HAS BEEN PREVIOUSLY RELEASED, and it allows 
Joe to rock out in extended versions of some of his best material, 
including "Shake Rattle and Roll," his classic “How Long Blues," 
and a brilliant workout on the oft-recorded T-Bone Walker classic. 
"Stormy Monday Blues.” Joe is still “The Boss" as this album 
eloquently proves. If you love the blues, or classic rock, or simply 
brilliant singing by a master, take this album home with you today. 
You'll thank us, and we thank you. 

-Robert Scherl 


SIDE ONE: 

1. Stormy Monday Blues— Aaron (T-Bone) Walker 

2. Roll'Em Pete— Pete Johnson 

3. Shake, Rattle and Roll-C. Calhoun 

4. When The Sun Goes Down-(P.D.) Arr. Joe Turner 

SIDE TWO: 

1. Morning, Noon and Night— C. Calhoun 

2. Hide and Go Seek-C. Calhoun 

3. How Long Blues-(P.D.) Arr. Joe Turner 



INTERMEDIA RECORDS is a subsidiary ol SOUNDWAVE INTERNATIONAL, INC. :ind is distributed by QUICKSILVER RECORDS, Inc. 8265 Sunset Boulevard. Los Angeles, California 90046 

WAHNINQ: All rights reserved Unauthorized duplication is a violation ol applicable laws. 
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ROMANTIC MUSIC for TWO PIANOS 

ivith icorks by 

FRANZ LISZT 
JOHANNES BRAHMS 
CAMILLE SAINT-SAENS 
SERGEI RACHMANINOFF 
EMMANUEL CHABRIER 


Duo di Heidelberg 
Edith HENRICI and 
Hans-Helmut SCHWARZ, Pianos 
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ROMANTIC MUSIC for TWO PIANOS 


Side 1: 

CAMILLE SAINT-SAENS (1835-1921) 

Danse Macabre, Op. 40 

SERGEI RACHMANINOFF (1873-1943) 

Tarantella 

EMMANUEL CHABRIER (1841-1894) 

Trois Vaises romantiques 

Duo di Heidelberg 
Edith HENRICI and 
Hans-Helmut SCHWARZ, Pianos 


Side 2: 

FRANZ LISZT (1811-1886) 

Concerto Pathetique in E Minor 

JOHANNES BRAHMS (1833-1897) 

Variations on the Theme of Haydn, Op. 56 b 


The basic difference between music written for one 
piano four-handed and music for two pianos is explained 
above all by practical considerations: whereas the first is 
mainly a part of household music, the second is adapted 
to the virtuoso character of concert music. For there is 
hardly a middle-class home that can boast two pianos, 
while virtuosos do not like to be seated next to each other 
in front of a single keyboard for concert appearance! 
These differences of destination are reflected in the charac- 
ter of the music itself. The present record, with pieces by 
five romantic composers, gives clear evidence of this. The 
fact that two of these works are original transcriptions 
from orchestral compositions would rather confirm it! 

Quite unknown, and very unjustly so, is Franz Liszt’s 
(1811-1886) Concerto pathetique in E-minor. Its origins 
are to be found in a Grand Solo de Concert, written in 
1850 for a competition at the Paris Conservatoire. The 
version for two pianos was written at Weimar shortly 
thereafter. Recently, a version for piano and orchestra (not 
by Liszt!) has been published in Hungary. This is a tensely 
dramatic piece of typical Lisztian demony, whose high- 
strung atmosphere keeps true to the chosen title. Like most 
of Liszt's works, it unites several sections into a big one- 
movement complex, whose organic unity is ensured by the 
procedure of thematic metamorphosis upon a main theme. 
A violent and virile Allegro theme at once throws us "in 
medias res.” From it, a strongly expressive melodic idea 
is evolved, which, through a mighty progression, leads to a 
chorale-like Grandioso in G-major. The development-like 
middle-part begins in a restrained and wistful mood. 


gradually rising to utmost brilliance and dazzling virtuosity. 
The attentive listener shall notice twice a stealthy fore- 
boding of the future B-minor Sonata's main theme. The 
fiery concluding part is a strongly shortened and modified 
recapitulation, reaching the victorious climax of an Allegro 
trionfante in E-major. 

The well-known Variations on a Theme by Haydn 
were composed by Johannes Brahms (1833-1897) in 1873. 
The popular orchestral version (Op. 56A) and the version 
for two Pianos recorded here (Op. 56B) were written 
simultaneously, and arc thus both "original.” Taking into 
account the tonal and technical requirements of both scor- 
ings, the music itself undergoes no change at all. It is 
known by now that the theme, with its fascinating asym- 
metric periodic structure, is not by Haydn. The old 
Austrian pilgrim song (Chorale St. Antoni) is to be found 
in a Divertimento for Winds, whose authorship is doubtful 
by modern research. Brahms has written a series of eight 
Variations, eight little gems of astounding and effective 
variety, followed by a Passacaglia-like Finale upon a five- 
bar ostinato derived from the theme’s beginning. This is 
the fitting climax of the whole work. 

Camille Saint-Saens (1835-1921) also wrote the most 
famous of his four tone-poems, the Danse macabre (Op. 
40) of 1874, simultaneously for orchestra and for two 
Pianos. The composition, set as a great Waltz, closely 
follows every detail of Henri Cazalis' poem with realistic 
minutiae. The fiddling Death (notice the diminished 
fifths!) draws the skeletons from their graves and leads 
their dance, which eventually rises to a wild Fugato. The 


cock announces the coming daybreak, dispelling the nightly 
vision. This is the first recording of the version for two 
Pianos. 

Emmanuel Chabrier (1841-1894) is mainly known 
through his rousing orchestral Rhapsody Espaha. One year 
later, during the summer of 1883, he composed the Trois 
Vaises romantiques, which are to be reckoned amongst the 
most precious and effective pieces in the entire literature 
for Piano duet. They can best be described as three 
feminine portraits akin to the ones painted by impression- 
istic masters like Manet or Renoir, both of whom were 
friends of Chabrier, who owned a whole series of their 
masterworks at a time when they were still despised! The 
tonal fascination of these dashing and voluptuous Waltzes 
is as astounding as their harmonic boldness, which, espe- 
cially in the third one, clearly forecasts Debussy! Claude 
Rostand rightfully explains that they should be prepared 
with utmost care (they are very difficult!), only to be per- 
formed "as if extemporized with a cigar at the lips and a 
glass of brandy on the piano." 

The Tarantella by Sergei Rachmaninoff (1873-1943) 
is a part from the second of his two Suites for two Pianos 
(Op. 17 in C-minor), written in 1901, at the same time as 
the illustrious Second Piano Concerto in the same key 
(Op. 18). Hie Russian master has written this whirling 
and frantic dance, using a well-known Neapolitan folk- 
song, and thus paying Russia's homage to the spirit of 
Italy, just as did his great predecessor Tchaikowsky. 

HARRY HALBRE1CH 


Timings: 

Side I: 6:17 - 5:51 - 2:25 • 4:30 - 6:27 / 25:50 
Side 2: 12:45 - 17:21 / 30:12 


Stereo records may he played on modern mono equipment. 

It is advisable to wipe record with antistatic dust cloth before playing. 
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AN ORIGINAL CAST ALBUM 

RISE STEVENS 
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LEE FRANK 
VENORA PORRETTA 

MICHAEL KERMOYAN ERIC BROTHERSON 

and 
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Richard Rodgers, president and producing director of the 
. Music Theater of Lincoln Center in New York City 







the musical henitage society inc. 


767 


GREAT PAGES FROM 
THE ROMANTIC ERA 


JOHANNES BRAHMS 

QUINTET in B Minor for CLARINET 
and STRING QUARTET, Op. 115 


ROBERT SCHUMANN 

FOUR FAIRY TALES (MAERCHENERZAEHLUNGEN) 
for CLARINET, VIOLA, and PIANO, Op. 132 


JACQUES LANCELOT, Clarinet 

MUNICH STRING QUARTET 
OTTO BUECHNER & KURT CHRISTIAN ST1ER, Violins 
GEORG SCHMID, Viola 
WALTER REICHARDT, Cello 
MAGDA RUSY, Piano 
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GREAT PAGES FROM THE ROMANTIC ERA 
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Side 1 : (24:42) 

JOHANNES BRAHMS (1833- 1897) 

QUINTET in B Minor for CLARINET 
and STRING QUARTET, Op. 115 (32:16) 

1. Allegro (9:00) 

2. Adagio (10:40) 

3. Andantino — Presto non assai, 
ma con senlimento (4:56) 


Side 2: (22:07) 

JOHANNES BRAHMS: QUINTET in B Minor for 
CLARINET (continued) 

4. Con moto (7:34) 

ROBERT SCHUMANN (1810- 1836) 

FOUR FAIRY TALES (MAERCHENERZAEHLUNGEN) 
for CLARINET, VIOLA, and PIANO, Op. 132 (14:28) 

1. Allegretto (2:58) 

2. V ivace e ben mar cat o (3:14) 

3 . A ndante espressivo con tenerezza (3:53) 

4. Allegro marcato — Meno mono (4:14) 


Jacques LANCELOT, Clarinet 

MUNICH STRING QUARTET 
Otto BUECHNER & Kurt Christian STIER, Violins 
Georg SCHMID, Viola Walter REICHARDT, Cello Magda RUSY, Piano 


Among virtuoso instrumentalists whose superb playing 
inspired master works, one of the first names to come to the 
minds of music lovers is that of Anton Stadler, the clarinet- 
ist friend of Mozart, the man to whom the composer dedi- 
cated a trio, a quintet, and a concerto — each among the finest 
creations of Mozart's brief period of maturity. A century 
later, the same happy results flowed from the meeting of 
Johannes Brahms and Richard Muehlfeld, first clarinetist 
of the orchestra of the Duke of Meiningen. At the time, the 
fifty-eight year old composer was not writing orchestral 
works and had not been doing so for four years ; he was 
devoting himself instead to the more intimate delights of 
song-writing, piano music, and chamber works. In this re- 
spect, he showed despite all the differences of nationality 

and tradition, a parallel development with Gabriel Faure 

a likeness that is not often noted. At the end of 1890, his 
Quintet in G for Strings (No. 2, Op. Ill ) seemed to’him 
to mark the end of his creative life. Then came the lucky 
meeting with Muehlfeld during a sojourn at Meiningen in 
March of 1891, and a new impetus was given to his inspira- 
tion. In the summer months that followed, while Brahms 
was vacationing, as was his habit from 1889 to the year of 
his death, at Bad-Ischl, a fashionable and rain-plagued spa, 
he put the finishing touches to Op. 114, the Clarinet Trio 
(with cello and piano) and then to Op. 115, the Clarinet 
Quintet (with strings)— both dedicated to his "primadonna" 
as he called him — Muehlfeld, whose fine portrait by Renoir 
gives us a notion of his appearance. Three years later 
saw the completion of two more clarinet works — the Op. 
120 sonatas. These were Brahms' last chamber composi- 
tions— all, as had been pointed out, written for the clarinet. 

It is generally agreed that the Clarinet Quintet (Op. 115 ) 
overshadows all these last works, eclipsing all its companion 
pieces, rich and beautiful as these are. No one has ever 
doubted that it is a masterpiece, and it was one of the few 
scores by the Hamburg master that was hailed in France 
well in advance of the vogue for Brahms. It was played to 
a private audience for the first time at Meiningen on No- 
vember 2, 1891; its public premiere was made in Berlin on 
December 12 of the same year, both times with the clarinet 
part played by the illustrious artist for whom it had been 
written. This quintet has the quality of a wonderfully poetic- 
autumnal elegy, or, according to Claude Rostand, it is "a 
portrayal of resignation, melodiously enveloped in tender- 
ness'. As in his Symphony No. 3, each of the four move- 
ments comes to a hushed close. In addition to its remarkable 
unity of mood and sound, it has a thematic unity which 
is even more subtle and equally striking. In addition, when 
at the end of the last movement the opening theme re- 


appears to dose the work, one feels it is not so much a 
memory from the past as an idea from which it is impossible 
to escape and that it has been present, implicit in the music, 
from its opening bars. 

Like Mozart before him and like Max Reger a quarter 
of a century later, in a final masterpiece which deserves 
equal fame, Brahms combined the clarinet closely and 
exquisitely with the strings and produced marvelous effects 
of chiaroscuro and finely shaded twilight nuances. It is only 
in the second movement, particularly in the middle section, 
that the clarinet emerges as a real solo instrument in a 
starring role such as it has in the very lovely Clarinet 
Quintet by Weber. 

The first movement (Allegro, B Minor, 6/8 time ) is in 
sonata form with a rather brief development section ; it 
contains the seeds of the themes which appear subsequently 
and are expanded in the course of the other movements. 
Four bars of introduction on the strings, especially the 
third, contain in themselves the basic thematic material of 
the section. Rising from way below by means of a climbing 
arpeggio, the clarinet takes over and extends the theme in 
the course of ten bars at the close of which viola and cello 
give it the definitive shape of a broad, mournful melody, 
proud and resigned at the same time. The bridge passage 
between the first and second subject is more vigorous, more 
strongly rhythmical, with firm accents deliberately inter- 
rupted with rests and a sudden modulation from B Minor 
to F Major. The second theme in D Major is sweet and 
touching with its relaxed and melodious counterpoint. The 
sweet-sounding exposition concludes in an atmosphere over- 
flowing with sweetness and tonal subtlety. The development 
section first takes up the opening theme in an impressive 
crescendo of increasing intensity, resulting in the return 
of the bridge material in D flat ( poco sostennto ) as the 
center of gravity of this section in its mysterious solemnity. 
This combines next with the second theme up to a false 
reprise of the main theme shortly followed by the recapitu- 
lation which is compressed and rich in variations. The coda 
is impressive, based wholly on the first theme; with a violent 
but brief spurt of passion it falls away gradually to its 
withdrawn and mournful conclusion. 

The Adagio which follows (B Major, 3/4 time) is in 
simple ternary form. It is a tremulous, agitated nocturne of 
unusual beauty as regards both its sound and expressive 
content, and it is more direct and personal than many other 
slow movements by Brahms. The strings are muted through- 
out, and the clarinet assumes a solo role. The opening 
melody, described by Claude Rostand as "a sweet and dreamy 
song of love", is given first to the clarinet and then to the 
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first violin with triplet quavers beneath the theme. Then, 
the two violins in combination with the clarinet present 
the very lovely second half of the melody. Suddenly, the 
key changes to B Minor, and the clarinet is heard in a long 
winding solo, almost a cadenza, which starts out with a 
very clear reference to the quintet's central theme. A pedal 
point introduces the wonderful middle section (Pitt lento, 
B Minor, 4/4) with fantastic, improvisatory arabesques for 
the clarinet which assumes a rhapsodic gypsy-like character. 

The little work which rounds out this recording is cer- 
tainly one of Schumann's least known as well as one of his 
last compositions. In October 1853, the composer took a 
few days to put down on paper the four brief parts of this 
work which feature the instrumental combination of clarinet, 
viola, and piano — a combination as rare as it is delightful 
and one that Mozart used in his Trio in E Flat, K. 498 (the 
so-called "Skittles" Trio which is dedicated to Stadler). The 
work that immediately preceded this was his hastily finished 
Violin Concerto, Op. 131: the work that followed it by a 
few weeks in 1853 was his Gesaenge der Fruehe, Op. 133 — 
songs about a dawn which he was never to see, for by 
February' of 1854 he had sunk into the dark and unreal 
world of madness. Nevertheless, one looks in vain in these 
charming fairy tales for some gruesome trace of his stand- 
ing on the threshold of horror. They are, on the contrary, 
like graceful and innocent flowers growing at the edge of 
a precipice; their location in no way detracts from the love- 
liness they display. Of course, Schumann was never happier 
and more relaxed than when he was working with a cycle 
of lyrical pieces. This little suite, therefore, follows in the 
line of his Pbantasiesti/ecke for Piano, Violin, and Cello, 
Op. 88 and his Maerchenbilder. Op. 113 for Viola and 
Piano. So, here we have first an attractive and expressive 
Allegretto in B flat in duple time, then a lively piece in 
ternary form, strongly rhythmical. These are followed bv 
a songful melody (G Minor. 2/4 ) — an Andante of great 
poetic beauty, almost folk-like in the simplicity of its melodic 
line; it is the climax of the whole cycle (G Major, 3 4). 
Finally comes a vigorous and virile Scherzo (with trio, re- 
peat, and coda) and with that typically Schumannesque 
marching rhythm to round it out on a note of triumph 
(B flat, 4/4). When the man who had once composed 
Manfred set this music on paper, working through several 
nights, with tireless urgency as if he had some forewarning 
of the approaching end, he had the satisfaction of knowing 
at least that the torch, falling from his failing hands, would 
be held aloft by another — the blond young man, twenty- 
years old, who had journeyed from Hamburg to see him — 
Johannes Brahms. 

HARRY HALBRE1CH 

Translated from the French by Ellen A. Lebow 
Licensed by ERATO 
Library of Congress Catalog nos.: 
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Of the varieties of religious and aesthetic expression available to men 
there must be few indeed which can offer that remarkable complex 
of satisfactions — spiritual, intellectual and social — which attend the 
performances of the great concert oratorios. 

The reasons are fairly obvious but perhaps are not too frequently 
expressed. The first, it appears to me, would be the unique religious 
character which informs these works. That character is universality. 
No matter from what element of the Judaeo-Christian tradition they 
may stem in terms of text or liturgy— Hebrew, Catholic, Protestant or 
Humanist— they speak to all men. What calls to us is not that which 
differentiates men but that which identifies man, not that which divides 
but that which integrates. 

The second reason is the set of human circumstances under which 
most of the performances of these works take place. In the main, the 
works are symphonic in scale and demand the collaboration of large 
choral forces. There is reason now to hope for the development of a 
professional choral instrument in the United States, but that instru- 
ment could not — nor would it want to — destroy the student or adult 
volunteer choruses to whose love and concern these great oratorios 
have been so long entrusted. 

The Cleveland Orchestra Chorus is just such a chorus, made up of 
students, secretaries, teachers, doctors, engineers, mechanics— all races 
and national origins. In music they would be called amateurs. That’s 
not altogether bad. Amo, amare: to love. They sing for the “love” of it. 

For professionals and amateurs alike this is where those “satis- 
factions”— spiritual, intellectual and social— can enter. 

This also can make a difference in sound. 

— Robert Shaw 


Produced by Joseph Habig • Recording Engineer: Lewis Layton 
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THE FRENCH TOUCH 

Dukas: The Sorcerer’s Apprentice • Saint-Saens: Omphale’s Spinning Wheel, Op. 31 • Ravel: Mother Goose Suite 

Boston Symphony Orchestra • Charles Munch , Conductor 


The three works here recorded have four things in 
common. They are program music, they are French, 
they have fantasy and wit, and their subject matter is 
legendary; and all three were written by composers 
who were obviously not taking themselves too seriously 
at the moment. Number one of the trio is the work of 
Paul Dukas, who escapes being a forgotten man by 
virtue of one work, his symphonic poem, L’Apprenti 
Sorrier (The Sorcerer’s Apprentice), which, when first 
played in 1897, was an instantaneous success, and made 
him world-famous. The piece is program music at its 
best. At no point does the composer sacrifice musical 
coherence for the sake of realism, yet he manages to 
tell his story with complete clarity. 

A weird passage of whole-tone chords introduces the 
sorcerer. He takes his departure, leaving his apprentice 
alone. The orchestra, with growing excitement, tells us 
that the apprentice, having overheard one of his mas- 
ter’s spells, is about to test it. There is a short pause, 
during which we can imagine the youth briefing a 
broom. Then the bassoons croak the broom theme as 
the implement sprouts arms and legs and goes to work 
carrying water from the well to a cistern. 

At last the vat is filled to overflowing; but when he 
tries to make the broom cease from its labors the horri- 
fied apprentice realizes that he does not know the spell 
that will order the broom to stop. In desperation he 
seizes an axe and splits the broom in two. But now 
there are two brooms carrying water. Tbe flood rises 
higher and higher, when, just as the magician’s cave 
is about to be completely engulfed, he arrives and 
waves his wand— and the waters subside. One final 
grunt from the bassoons, and once more the eerie chords 
of the sorcerer announce that the apprentice has learned 
his lesson. 

Camille Saint-Saens played an important role in the 
development of the orchestral suite and the tone poem 
in f ranee. One of his earlier works, and one of the 
earliest of its kind, is his Le Rouet d’Omphalc 


(Omphale’s Spinning W heel) , which he composed in 
1871. It is based on Greek mythology, and while it 
tells no definite narrative, it does paint a picture. Here 
is its story: 

Hercules, becoming enamored of the daughter of 
King Erytus of Oechalia, demanded her hand in mar- 
riage, and was emphatically rebuffed. In reprisal, he 
picked a quarrel with Erytus’ son, and killed him. For 
this the gods sent him into exile for a year, as the 
slave of Queen Omphale of Lydia. There, dressed in 
women’s clothes, he served as a maid of all work, one 
of his chores being to operate the queen’s spinning 
wheel. 

It is this episode that inspired Saint-Saens’ music, 
although he was a bit coy about its being taken too 
literally. A note printed on the orchestral score an- 
nounces that “the subject of this symphonic poem is 
feminine seductiveness. . . . The wheel is merely a pre- 
text, chosen solely from the point of view of the rhythm 
and general attractiveness of the piece.” Pretext or not, 
the orchestra whirs convincingly. Later, in the basses, 
we hear the groans of Hercules bewailing his unhappy 
lot. Still later, a mocking oboe jeers at his vain struggles. 
Then— back to the old spinning wheel. 

There are two Mother’s Goose (or is it Mother Gooses? 
or Mother Geese?). One is a small book of nonsense 
jingles written in 1719 by Mrs. Elisabeth Goose of 
Boston, Massachusetts, to entertain her grandchildren. 
The other is a collection of eighteen immortal fairy 
stories published by Charles Perrault about 1697 under 
the title of Contes de ma Mere VOye (Tales of My 
Mother Goose). One need waste no time in pointing 
out from which source Maurice Ravel derived the in- 
spiration for his suite. It begins with a Pavane de la 
Belle au Bois Dormant (Pavan of the Sleeping Beauty). 
Brief as it is, it admirably establishes the make-believe 
mood of the music. 

Lost in the forest is Petit Poucet (Hop-o’-My-Thumb) 
and witli him tbe other children. They complain, but 


are assured by Hop-o’-My-Thumb that they can find 
their way out by following the breadcrumbs that he 
has scattered on their trail. But alas, no breadcrumbs; 
only the shrill cries of the birds that have eaten them up. 

Next comes Laideronette, Imperatrice des Pagodes 
(a rough translation of Laideronette might be “Little 
Eyesore”). She lived in a palace in the woods with a 
green serpent as her only companion. The two set 
forth on a journey that took them to a magic island 
inhabited by pagodas, tiny creatures made of precious 
stones. The snake promptly turned into a handsome 
young prince, while his companion became a charm- 
ing princess. The pagodas serenaded the happy pair, 
playing on instruments as small as themselves. 

Now back from the Far East to a lonely castle, 
where we hear the Entretiens de la Belle et de la Bete 
(Beauty and the Beast Converse). The orchestra plays 
a mournful waltz theme, a sort of valse pathetique, as 
Beauty kneels by the bedside of the dying Beast. We 
hear his voice and hers. The music grows increasingly 
ardent— “No, dear Beast, you shall not die. You shall 
live to be my husband.” There is a sudden hush, broken 
only by a soft, upward sweep of the harp strings— a 
small miracle, telling us that the Beast is once again 
the gay young prince that he used to be. 

Now we have entered the Jardin Feerique (The Fairy 
Garden). Hop-o’-My-Thumb is safely out of tire forest; 
the Green Serpent and the I_lgly One have resumed 
their proper forms; and Beauty and the Beast are 
castle-hunting, as an affectionate orchestra reminds us 
that all is for the best in this most impossible world. 

Notes by Deems Taylor 
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MOZART 


STRING QUARTET IN A MAJOR, K. 464 

Allegro 

Menuetto 

Andante 

Allegro non troppo 

STRING QUARTET IN C MAJOR, K. 465 

Adagio— Allegro 
Andante cantabile 
Menuetto (Allegretto) 

Allegro molto 
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BARCHET QUARTET 

REINHOLD BARCHET, VIOLIN 
WILL BEH, VIOLIN 
HERMANN HIRSCHFELDER, VIOLA 
HELMUT REIMANN, CELLO 



The String Quartet in A Major and the Quartet in C Major are 
two of the celebrated ' Haydn'' series of six quartets completed by 
Mozart in 1785 and dedicated to his friend, Joseph Haydn. Classi- 
fied as Opus X, they include the Quartets K. 387, 421. 428, 458 and 
the two heard on this recording, K. 464 and 465. The beauty of 
these six chamber ensemble compositions has moved critic B. H. 
Haggin to say that “you will hear in no other quartets the ear- 
ravishing use of the medium that you hear in the famous six . . . 
Nor do they merely delight the ear: their expressive content, as 
always, touches the heart.” And Homer Ulrich has called them “the 
finest examples of Mozart’s genius.” 

Influenced by the "new and particular” art of Haydn’s Russian 
Quartets, Mozart achieved in this series an important landmark in 
his own artistic development and also in the history of European 
music. Here, Mozart, with that perfection which we now call 
Mozartian classicism, reconciles the traditions of the preceding 
epoch with the new sensibility of his own times. This fusion of the 
strict, learned manner, the contrapuntal idiom of Bach, with the 
melodious, tender, “gallant” style of his contemporaries was to be 
the essential contribution of the later Mozart. 

“We are in the hands of a great guide, seeing through his eyes 
the components of human emotion,” says Ulrich. “Mozart in an 
impersonal way show's us what exists, reflects upon it with us, and 
returns us, moved but unimpaired, to our own worlds. That is the 
essence of Classical music.” 

In these six quartets, the part of each of the four instruments is 
equally inspired by the thematic idea, be it a conspicuous melodic 
turn, a characteristic melodic configuration or some striking rhyth- 
mic element. It is well known that Mozart was striving in these 
works to emulate Haydn’s principles of thematic organization and 
his emancipated instrumental part w'riting. Indeed, the use of the 
term “symphonic” would be fully justified for the first time in con- 
nection with the music of the six quartets, and especially of the 
last three. 

These last three, the Quartets in A Major and C Major along with 
K. 458 in B-fiat Major, were first performed during an extraordinary 
musical evening in Vienna in February of 1785. Leopold Mozart, 
father of the composer, was there, and when the playing was fin- 
ished, Leopold had the joy of being told by Haydn, “Before God 
and as an honest man I tell you that your son is the greatest com- 
poser known to me either in person or by name.” 

Later in 1785, Mozart sent the three quartets that had been 
played that night, along with the three other quartets completed 


earlier, to Haydn with a letter of dedication. In this message, 
Mozart said of his new compositions, “They are, indeed, the fruit 
of a long and laborious study; but the hope which many friends 
have given me that this toil will be in some degree rewarded, en- 
courages and flatters me with the thought that these children may 
one day prove a source of consolation to me.” 

Quartet in A Major (K. 464) 

The String Quartet in A, K. 464, described as “a masterpiece of 
intimate chamber music” in W. W. Cobbett’s Cyclopedia, seems to 
possess a spontaneous melodic fluency. This effect comes as a result, 
perhaps, of the smooth articulation of the opening theme and the 
quiet happiness of the interweaving parts re-echoing the theme. 
The first movement is conceived in a sonata form of closely knit 
thematic content. The melodic shapes of the first theme and the 
second subject are similar, and almost the entire exposition is built 
upon the motifs proposed by the opening sentence. Here, the 
“learned” manner is very evident in the multiple imitations, the 
counterpoint of complementary rhythms, and the purposeful design 
of harmonic progression. 

Contrapuntal treatment is again in evidence in the Menuetto in 
A major, while the Trio in E major contains some figurative decora- 
tion in the middle section although it is melodic-harmonic in 
character. The third movement is a set of variations on a theme in 
D major, which displays Mozart’s genius for presenting a melody 
from a number of different yet always convincing aspects; and the 
Finale is in a combined sonata-rondo form. 


Quartet in C Major (K. 465) "Dissonant” 

The String Quartet in C, K. 465, was called “The Dissonant” by 
a posterity apparently long incapable of appreciating Mozart's 
prophetic glimpse into the harmonic world of the future. Edward 
Sackville-West says that passages of this quartet “show, in essence, 
an aspect of the composer which more than any other is his own; 
they embody a tremulous sense of the mystery of beauty.” 

A famous discordant introduction opens the first movement, 
Allegro, which is in sonata form. The particular instrumental lay- 
out of the Allegro’s first subject shows Mozarts uncommon sensi- 
bility for colors and shades, while the first subsidiary theme is 


characterized by semiquaver passages and the second subsidiary 
theme is a more deliberate one, both rhythmically and dynamically. 
The concluding bars of this movement, with their harmonic and 
melodic magic, provide an unforgettable experience for the sensitive 
listener. 

The slow movement is a short sonata form in which the develop- 
ment section is omitted. Notable features of this movement arc the 
balance of phrasing, the harmonic scheme and the distribution of 
significant melodic turns in the first subject. The third movement, 
Menuetto, has a very marked rhythmic profile, and the Trio appears 
in effective contrast, in minor mode. A Finale in sonata form ends 
this last quartet of the Haydn scries, a quartet that Cobbett says 
“provides a buoyant, vigorous ending to the whole series.” 

THE ARTISTS 

The members of the renowned Barchet Quartet heard on this 
recording are: the late Reinhold Barchet, first violin; Will Bch, 
second violin; Hermann Hirschfelder, viola, and Helmut Reimann, 
cello. The Quartet was founded after the Second World War by 
Barchet, a native of Stuttgart and concertmaster of the Stuttgart 
Chamber Orchestra from 1946 to 1952. Famous throughout Europe 
in recent years, the gifted ensemble’s reputation was first established 
during a series of radio appearances and concert tours of Germany. 

REVIEWS 

"These aire beautiful, warm playings of the quartets, finely bal- 
anced," said Musical America when this recording was originally 
released here. "The Barchet Quartet impresses as a refined and 
experienced group; their playing has those highly developed turns 
of ensemble, and the musical insights, that indicate mature musical- 
icy." Other reviewers were equally enthusiastic about the Barchet 
Quartet's performance: "Two of Mozart's loveliest quartets are 
given a distinguished performance by the Barchet Quartet. The 
steady, resonant tone of the first violin and the sure singing of 
the cello are excellent: and the group achieves an impressive col- 
lective unity and balance. Both quartets are played with conviction, 
accuracy and sensibility" (Review of Recorded Music). Expert 
readings of these highly tasteful and thoroughly enjoyable Haydn' 
quartets" (Post Exchange). "The reproduction of [k. -465] is large- 
scaled but serene and pleasant, while that of the A major is in- 
fluenced . . . into an occasional likeness of ethereal soaring, unusual 
but not disappealing" (High Fidelity). 


Also Available in This Series 

Bach: Partita No. Ill in E Major for Unaccompanied Violin and Partita No. II in 
D Minor for Unaccompanied Violin, Gimpel. 


Bartok: Violin Concerto, Gitlis, Pro Musica Orch., Vienna (Horenstein), and Sonata 
for Unaccompanied Violin, Gitlis. 

Geminiani: Six Concerti Grossi, Op. 3, Eisner, Barchet Quartet, Pro Musica String 
Orch., Stuttgart (Reinhardt). 

Mozart: String Quartet in A Major, K. 464, and String Quartet In C Major, K. 465, 
Barchet Quartet. 

Mozart: String Quartet in G Major, K. 80, String Quartet In D Major, K. 155, String 
Quartet in G Major, K. 156, and String Quartet in C Major, K. 157, Barchet 
Quartet. 

Mozart: Serenade #9 in D Major, ''Posthorn," K. 320, and Serenade #6 In D 
Major, "Serenata Notturna," K. 239, Pro Musica Orch. of Stuttgart (van 
Remoortel). 
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Mozart: Divertimento in E Flat Major for String Trio, K. 563, and Adagio & Fugue 
in F Minor for String Trio, K. 404a, Kehr Trio. 

Schubert: Quintet in A Major, Op. 114, "Trout," WUhrer, Barchet Quartet, and 
Nocturne in E Flat Major, Op. 148, WUhrer, Barchet, Reimann. 

Schubert: Sonata in C Minor, and Sonata in B Major, Op. 147, WUhrer, piano. 

Schumann: Trio No. 1 in D Minor, Op. 63, and Trio No. 3 In G Minor, Op. 110, Trio 
di Bolzano. 

Schumann: Kreisleriana, Op. 16, and Fantasia in C Major, Op. 17, Perlemuter, 
piano. 

Stravinsky: Violin Concerto in D Major, Gitlis, Concerts Colonne Orch. (Byrns); Duo 
Concertant, Gitlis, Zelka; and Jeu do Cartes, Bamberg Symphony 
(Hollrelser). 

Telemann: 12 Fantasias for Harpsichord (first twelve), Eisner. 
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lg to you the best record possible; when you buy a Dover record you are 
ing a record technically equal to anything on the market. Our records are 
ssed upon pure vinyl disks, so that they give maximum sound reproduction, 
atch less easily, and wear longer than most other records. We have taken 
ns to obtain clean cuttings, so that there is as little surface noise or inter- 
ove echo as possible. With reasonable care this record should last indefinitely. 

recommend a diamond needle with a .001 radius, upon a pickup ranging 
ween 7 and 10 grams. Check your needle periodically under a microscope: mos 
ord stores have facilities for this. Or replace your needle within the playing- 
recommended for it. Keep the surfaces of your record dust-free and remember 
t any record can be damaged by scratching. .. 

s is a monaural (all-purpose) recording; it may be used with complete satis- 
tion on either monaural or stereo equipment. 


HCR-5200 
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Strauss 

EIN HELDENLEBEN 

(A Hero's Life) 

BOSTON SYMPHONY ORCHESTRA/ ERICH LEINSDORF 



.IUJ i. r mi i u UHmilllilljU 1 



€> "HIS MASTER'S VOICE" 


rca Victor 

RED SEAL 

DYNAGROOVE 

RECORDING 








5. Inner-groove distortion vir- 
tually eliminated! 

To solve these old and obstinate 
problems in disc recording, highly 
ingenious computers — “electronic 
brains” — have been introduced to 
audio for the first time. These re- 
markable new electronic devices and 
processes grew out of an intense 
research program which produced 
notable advances in virtually every 
step of the recording science. 

The final test of any record is in the 
listening — compare the sound of 
Dynagroove recordings! 


Richard Strauss EIN HELDENLEBEN (A Hero's Life) 
Boston Symphony Orchestra • Erich Leinsdorf. Music Director 
Joseph Silverstein, Violin solo • James Stagliano, Horn solo 

Produced by Richard Mohr • Recording Engineer: Lewis Layton 


/ ->/ 

Mono LM-2641 
Stereo LSC-2641 


U 




of 

sonic 



As accomplice to all the wiles of audio engi- 
neering, Richard Strauss is peerless among 
composers. Every measure of his scores pro- 
claims sensuous delight in the tonal richness 
that only he knew how to draw from an 
orchestra. Ein Heldenleben in particular 
stands as a monument of sonic splendor. 

As a showpiece of massive orchestration, 
Ein Heldenleben has been traditionally 
singled out as a merciless challenge to the 
recording art. Back in 192S. shortly after the 
invention of electrical recording, RCA Victor 
tackled Ein Heldenleben as the most reveal- 
ing test of the new process. The result was 
the now-historic recording under the baton 
of Willem Mengelberg (to whom the score 
is dedicated) — marking the first time that 
orchestral forces of such magnitude had ever 
been addressed to the primitive microphones 
of that era. 

Now. a generation later, Ein Heldenleben 
again serves as touchstone for a new phono- 
graphic technique — the RCA Victor Dyna- 
groove system. 

— Hans H. Fantsl 



Program Notes Enclosed DYNAGROOVE RECORDINGS ARE MASTERED ON RCA MAGNETIC TAPE. 

© 1963. Radio Corporation o( America • Printed in U. S. A. 
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ALEGRE LPS-99.082 
COMPATIBLE STEREO 
SERIES 0698 


PACHECO ysuCHARANGA Wumelll 

\bcals by Elliot Romero &Rudy 
QUE SUENELAFLAUTA 


SIDE A 


SIDE B 


QUE SUENE LA FLAUTA 
PITA CAMION 
EL PINAZO 
MENTIRAS CRIOLLAS 
VUE LA LA PALOMA 


ACUYUYE 
ROSALIA 
A CABALLO 
CACHITA 
ALTO SON GO 


Johnny Pacheco is securely famous in his own lifetime, something which rarely 
happens to a man, especially in music. His taste for what is correct, coupled with a 
sense of articulate and reflective attitude in his flute playing, has assured him a role in 
"La Musica Latina” as one of its strongest forces and ally. 

After playing &/or recording with Tito Puente. Stan Kenton, Perez Prado and 
Xavier Cugat, Pacheco joined forces with Charlie Palmieri. Together they formed the 
most original and popular charanga in New York. With Charlie stressing melody and 
harmonv and Johnny’s deep commitment to rhythm, these two became responsible 
for opening up and developing the prototype lor all charanga bands alter 1959 in 
N.Y.C. Deciding to further expand his ideas, Pacheco recorded in 1960, as a leader lor 
the first time, his famous "Pacheco v su Charanga Volume one”. The tunes “Oyeme 
Mulata” and "El Guiro De Macorina” were the hits that established Pacheco’s fame. 
He played his pachangas, son montunos, danzones and descargas at New York’s most 
well known places. Pacheco was charanga in the early sixties. Many hundreds 
jammed hotels, clubs and the Palladium to see his charanga burn far into the night. 

A deep dark Cuban swing was always present in Johnny’s band. His tills on wooden 
flute (without keys), his drive & his constant energy made the dancers, at the night 
spots and the parties where his records were played, know that here was 
indeed a master musician who’s importance was unquestioned. 

His sense of time and space is the heart and soul of these recordings. Knowing that a 
phrase left out is as important as two put in, Pacheco truly picks his spots. His solos 
are well constructed and his phrasing is reminiscent of Richard Egiies and Jose 
Fajardo. Of course everyone has his influences in terms ot mentors but Pacheco was 

then, as he is now, his own man. 

Recorded in 1962 this LP is being reissued in the midst ot a charanga explosion 
happening as an alternative to the mainstream salsa scene. As one notices the relaxed 
mood of the tunes on this album one can see the striking difference to todays charanga 
bands who insist on speeding up the rhythm or jumping the clave. With David Perez 
on bass, Manny Oquendo and Johnny Palomo on percussion, "Chombo" Silva on 
first violin, and Rudy Calzado and Elliot Romero on lead and coro, Pacheco’s tunes 
smolder yet retain their musical beauty in terms of melodic concept. 

When listening to the Pacheco of the ’60’s keep in mind that many years can and 
usually do dull the shine of a thing once golden. However in this case, fear not, for 
Pacheco is very much today as well as a big part ot yesterday. 

Andy Kaufman 


CREDITS 

Illustration, Art & Design: Pam Lessero 
Mastering: Frankfort! Wayne, N.Y.C. 

Co-ordinator: Terry Borges 
Produced By: Al Santiago 
Executive Producer: Jerry Masucci 

ALSO AVAILABLE ON STEREO 8 TRACK CARTRIDGES 8; CASSETTES 
i- anti t 1978. ALEGRE RECORDS 

ALEGRE RECORDS. 888 SEVENTH AVENUE. NEW YORK, N Y. 10019 
DISTRIBUTED BY FANIA RECORDS. INC 
JERRY MASUCCI PRESENTS 'SALSA'' WITH POL1TO VEGA. WBNX 1380 AM. 
MONDAY TO FRIDAY, 3:00 to 6:00 PM 
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ESTA ES LA MIRAHai 
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\l\l-. EELIZ (Live for Life) 


ENSENAME A OLVIDAR 


I I. ROSARIO I)E MI MADRE 


EL ERA MI AMI(;0 
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II DESTINO 


EL VMOB II A LLEOADO 


Rl E(;o V SANTA BARBARA (Roza) 


Ml REZO I’OR i'l (I Say a Little Prayer) 
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LA MIRABAL 

Arreglos y Direccion 

JUIJO GUTIEEREZ 


LADO A 

1. GRACIAS ATI 2:19 

2. LA GRAN CIUDAD 2:45 

3. TU DESTINO 2:36 

4. YO REZO POR TI (I Say a Little Prayer). . .2:48 

5. VIVA FELIZ (Live for Life) 2:16 

6. RUEGOASANTA BARBARA 3:12 


LADO B 

1. EL ROSARIO DE Ml MADRE 2:15 

2. EL ERA MI AMIGO 3:13 

3. AMO 3:15 

4. ENSENAME A OLVIDAR 2:10 

5. EL AMOR HA LLEGADO 2:25 

6. DUBEQUE DUBLIN 2:25 


Debido a la enorme acogida con que el publico recibio el primer Long Playing de Gloria Mirabal. 
“GEMA” lanza al mercado el scgundo Volumen de esta fabulosa artista, donde GLORIA se supera 
en cada una de sus anteriores interpretaciones. En todos los lugares donde ella se presenta el 
exito la sigue de inmediato. Su popularidad aumenta dfa a dfa y en los ambitos artisticos se habla 
de ella como la mas coinpleta baladista de estos momentos. 

Son ustedes el publico los que ya no se conforman con escucharla y admirarla sino que la consideran 
como algo promo y al nombrarla lo liacen solo con dos palabras: “LA MIRABAL” (calificativocori 
que solo sc identifican a los elegidos) en eso GEMA esta tambien de acuerdo y afirma con admiracion: 
j“Esta es LA MIRABAL”! 



JULIO GUTIERREZ V GLORIA MIRABAL DURANTE LOS ENSAYOS EN LA PREPA R ACION DE ESTE LONG PLAYING 



GEMA RECORDS CORP. 


693 TENTH AVENUE, NEW YORK, N.Y 10036 


Tel: JU 2 - 4943 
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elongated or „ 
pileatus cappedj 
pile rfHver A machine 

pi-le-ous (pI^lS-88) <adj. 

piles (pllz) n.pl. Hemorrhoids. [< i»L pt a bailj 
pMeatm (pl'le-am, pil'§-) n.. vl. lea (-1S-3) Crnitkol. Tie 
top of t \e head of b’ -d, from tne base of the b : l to thenaoe 



and above the eyes. < L, var. of pileus felt ap] 
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»r) r.f. & v i. To steal in small quantities. f 
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»P1 . One who journeys to some saci 
motives. *2. Any wanderer or wayfiu 
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pili pili (peel lee-peei n 1. Swahili word for 

African hot sauce. 2 . A^Rf, Green or Wf/i 
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pill Cpilj n. 1. A pellet or globule containing me 
venient for swallowing whole. 2 A disagreeably 
3. Slang A person difficult to be: ’’AtfTth; a boreT 


leceosit 


Slang A person 

ball or disk, as s 

into pills. 2. To dose with pi 


A ball or disk, as a baseball 6r goL ball. — — Tl -. 
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Sterling Bailey 

In one word “ Living " 


Sterling was born and raised in Port Jefferson, Long Island, N Y. Sterling came to Jacksonville in November 
of 1984, to help promote the first African Beer "Ngoma". I first met "Sterl” in 1977 when he was playing with 
his band “Full Hand". Everyone from New York City to the Hamptons, knew this band for bringing Reggae to the 
club scene on the Island. Sterling was into the movement in Jamaica in the late 60's and early 70's and knew 
of “Rasta" before it came to the states through the media. 

Sterling captured this feeling and mixed Jazz and Rock to form a new feeling. His writing and arrangements > 

on his songs scare me sometimes. "Black & White" and “Special", are just two songs whose words are today, 
he has sparked the truth about racism. “To Be New Wave" simply expresses "no”, towards an attitude of 
computerization of people, the clothes one must wear to be “in” and how this all takes away from our individuality 
and our freedom as human beings. 

I could go on and on but you decide for yourself. These songs make Sterling Bailey the next musical force to 
reckon with. His time has come, the music to be listened to, discussed and his ideas to be felt. 


Special Thanks... 

ERIC MOORE, who played keyboards on “Life & Death". "Give Me Lovin' On The Top", and whose been just a real good friend • SHARON 
WALDEN, whose office door has always been open when we needed help with all our artistic needs • ROBERT EXON and JOHN THOMAS, 
for all the placing of mics and a sincere thanks to Robert for his mix on the " General " • Special thank to ADE WOLE and KARIM • SHARON 
and TERRI, for helping us in the beginning at "27 Ladyfisher" • RICK GRANT, for putting In print very early what we knew all along • 
All our loyal followers who went from Bananas to Cafe Yogurt to Casa's to Brewmasters to Tropico to Applejacks, back to Casa's, etc. 
etc. • POPEYE’S CHICKEN for all the good food every night. ..for three months • JOHN CALVIN, who kept everything honest up front 
and just a nice guy to work with • WOODIE COCKRUM. who brought new life to Sage, a lot of wild ideas to each meeting and boy. could 
he edit 1 • KENNY NASTA for lending his knowledge of mixing and recording the drums and demanding his mix • Thanks to all our Rasta 
brothers and sisters whose music and words brought awareness to who we are and what we have to do to survive., now • And a big 
"THANK YOU", to the people of Jacksonville, for with the acceptance of the band it proved that it is becoming the "Bold New City of 
the South", and not afraid to say it. 

Credits 

Photographs by TED WHITE STUDIOS • Album design by LITTLE BILLINGS • Recorded and mixed at SAGE STUDIOS. Jacksonville. FL 
• Recording engineered by ROBERT EXON. JOHN THOMAS and JOHN CALVIN • Mixing engineers JOHN CALVIN. WOODIE COCKRUM 
BILL FADELEY and STERLING BAILEY • Produced by BILL FADELEY • Associate Producer WM FRISCH • All music published by DANIA 
RENE except "General" and "GEORGE LINDO" 


Scott Homan 

In a word “ Haunting ” 

Scott hails from Pennsylvania, and came to Jacksonville three years 
ago with a country western band. 

He is not a conversationalist and many fans would remark that he 
never talks but when “Skanking Scott” as the band calls him, breaks 
from rhythm into his solos, everyone listens. Scott is always Mr. 
Business whether rehearsing, playing or in the studio. I never had to 
psych him to perform for when this man plugs in, his style of music 
seems to touch everyone in the room. My guess is that Scott will be 
touching many fans for years to come. 


Ed Whitt 

In a word “ Movement ” 

Ed was born in New Jersey but was raised and has lived in 
Jacksonville, Florida. 

Ed first started to express himself musically in church choirs. To 
this date Ed sings a song matching each note with an expressed 
feeling. His roots with the bass stems from his love of soul and early 
funk. 

What makes Ed happen is his stage presence and how he "moves" 
to the music. 

Early in the band's life, Ed was dubbed the “Beachmaster" for his 
action on stage and on the beach. He was always the person who tried 
to keep the group together and for this I will always be thankful. 


SIDE ONE 
General / js 
Life And Death / ?■.«> 
Give Me Lovin' 

On The Top / *2* 
George Lindo / ms 

SIDE TWO 

To Be New Wave You Must Be 
Brave / :.•« 

Bad Girl / jh? 

Black & White / v.02 
Beach Boulevard / v.n 
Special / ms 


Earl C. Harris 

In a word, “. Feelings ” 

Earl ‘The Tree", as everyone loves to call him, hails from East St. 
Louis, Kayanita, Arizona, and has lived in Jacksonville for seven years. 
Earl had played as a jazz drummer for twenty years and started to play 
the congas when his African heritage started to build up inside him 
after playing with Katherine Dunham’s "Dini Safara". Earl became one 
of the building blocks for this group in the beginning and has been 
its foundation ever since. 

Earl being a big man 67" and growing, has always been accused 
of not hitting the drums hard enough. He once remarked to me if you 
want I'll beat them with a stick for primative sounds but I'd rather set 
the mood and have the drums sing. 

When "Big Daddy Earl" walks on stage, the first man who made the 
drum must be smiling because Earl's drums sing back a message to 
him every time he plays. Da Chici, Baby! 


Kenny Nasta 

In a word "Driving" 

Kenny was born and raised in New York and has been in Jacksonville 
for 10 years. 

In the summer of '85, the group was going through growing pains 
as a band and a new drummer would be coming on line. My whole 
concern was how the band would change and how personally it would 
mix. 

‘The drums are my life and all I want to do is play", is what he said 
to me after his audition and for over a year now Kenny plays with such 
intensity that I always wonder if he will keel over. He made life very 
easy for me and added a new drive to the band. He has always been 
Mr. Perfection, whether listening to music he recorded in the studio 
or creating his special sound in concerts. When Kenny gets behind 
his drums he puts the pedal to the floor, kicks in overdrive and never 
looks back. 
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Side 1 

International Champions — Dallas Vocal Majority 

How Could You Believe Me - It’s A Sin To Tell A Lie (Medley) 
For The Sake of Auld Lang Syne 
Second Place — Alexandria Harmonizers 
I’ve Found My Sweetheart Sally 
Margie; No, No. Nora; My Blushing Rosie (Medley) 

Third Place — Minneapolis Commodores 

Midnight Rose 

Meet Me In Rosetime Rosie 


Side 2 

Fourth Place — Phoenicians 

'Cross the Mason-Dixon Line 
Loading Up The Mandy Lee 

Fifth Place — Southern Gateway 

If You Had All The World And It’s Gold 
All Aboard For Dixie Land 
Sixth Place — Arlingtones 
When Lindy Comes Home 


1979 International 
Chorus Competition 


Side 3 

Seventh Place — Denver Mile Hi Chorus 

Mandy and Me 

Eighth Place — Heart of America Chorus 

Ring Out The Bells In Dixieland 

Ninth Place — Alabama Jubilee 

Old Fashioned Girl 

Tenth Place — Speed Capitol Chorus 

Ride The Railroad Tonight 

Eleventh Place — The Coastmen 

If All My Dreams Were Made of Gold 


Side 4 

Twelfth Place — Wonderland Chorus 

It’s Opening Night On Broadway 

Thirteenth Place — East York Barbershoppers 

On The Old Dominion Line 

Fourteenth Place — Racing City Chorus 

Open Up The Golden Gates To Dixieland 

Fifteenth Place — Rose City Close Harmony Music Men 

Every Street’s A Boulevard (in Old New York) 

Sixteenth Place — Southerntiersmen 
You Ain’t Heard Nothing Yet 
Finale — Keep The Whole World Singing 
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E LARRY McDUFFIE 

.. *• 

directing 

THE SAVANNAH COMMUNITY CHOIR 


2 . 


SIDE ONE 

1. COME TO ME 
SATISFACTION GUARANTEED 
3. PATIENCE 
4. I THANK YOU LORD 


BL 9606 


SIDE TWO 




1. LORD YOU'VE BEEN GOOD 

2. CAN'T STAY AWAY FROM YOU 


3. WHAT A FRIEND 


v 


4. IT'S RUNNING TIME 

5. SINNER (Get Your House In Order) 












PRODUCED BY: SHANNON B WILLIAMS 
Choir Dlroctor: E. Larry McDuffla 
Vocala: Tha Savannah Community Choir 
Plano: Claronco William* 
Plano: Ruby lanklns 
Plano: Rav. Allan Wright 
Drums: Tomy Stokas 
Bass: Rufus Bryant, Ir. 
Othar Kaybcards: S B W. Frlands 
Photography: Courtasy of Tha Choir 
Album Daalgn: Suparlor Printing 
Racordlng: Sam's Tap* Truck, Atlanta 
Ramis: Pata's Placa, Nashvllla, 
Ramis Englnaar: Al Pachuccl 
Mastering: llm Maswall. Record Makars 

Racordad Llva at Connors Tampla 
Baptist Church, Savannah, Ga. 








(p) (c) 1982 HSE Of America. Inc 

WARNING All Rights Reserved Unauthorized 
duplication is a violation of applicable laws 
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Distributed By 
VP. RECORDS DIST. 
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JAMAICA. MY.11435. 
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SABA TOOTH 
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LADOA 

El Negro del Swing 
La Manana 
La Testaruda 
Muj er Tan Buena 


KENTON 
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THE V01UES OF JORDAN 


MG-3011 


1. MARY, MARTHA AND LAZARUS 

2. HE'S GOOD TO ME * 

3. ROCK THE CRADLE 

4. EVERYTHINGS ALL RIGHT 

5. EVENING SHADES 


MG-3011 -A 
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MG-3011 


1. TALK TO JESUS 
2. SHAKE MOTHERS HAND 
3, A CHILD CRYING TO FATHER 
4. TRUST IN GOD 
5. A CHRISTIANS TESTIMONY 





MARY McCASLIN 
“Way Out West” 



PH-1011 

(44946) 


SIDE A 

(“Waiting”) 


1. MUSIC STRINGS/OH HOLLYWOOD 4:14 
(McCaslin-Bob Simpson) 

2. WAITING 3:34 
(John Edlund-Maury Manceau) 

3. LET IT BE ME 3:00 
(Becaud-Delano) 

4. LIVING WITHOUT YOU 2:01 
(Randy Newman) 

5. WAY OUT WEST 4:14 
(Mary McCaslin) 
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MARY McCASLIN 
“Way Out West” 


SIDE B 

(“Down The Road”) 


© 


PH-1011 


(44946) 


1. DOWN THE ROAD 2:25 
(Mary McCaslin) 

2. SAN BERNADINO WALTZ 2:21 
(Mary McCaslin) 

3. CIRCLE OF FRIENDS 4:39 
(Mary McCaslin) 

4. BALLAD OF A WANTED MAN 2:57 
(Mary McCaslin) 

5. NORTHFIELD 2:45 
(Mary McCaslin) 

6. YOUNG WESTLEY 5:09 
(Mary McCaslin) 
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ONE BAD HABIT/MICHAEL FRANKS 

PRODUCED BY TOMMY LIPUMA AND ANDRE FISCHER 

Recorded & Mixed by Al Schmitt 


& 


BSK 3427 
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1. BASEBALL • 3:50 
2. INSIDE YOU • 4:1 1 

3. ALL DRESSED UP WITH NOWHERE TO GO • 3:47 

4. LOTUS BLOSSOM • 4:1 5 

(Don Grolnick/Michael Franks) Carmine Street/Warner- 
Tamerlane Pub. Corp. /Mississippi Mud Music Co.-BMI 

5. ON MY WAY HOME TO YOU • 4:52 

All Songs Composed by Michael Franks except as 
indicated. All Songs Published by Warner-Tamerlane 
Pub. Corp. /Mississippi Mud Music Co.-BMI 
except as indicated. 

01980 Warner Bros. Records Inc. 
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1. ONE BAD HABIT • 4:0* 

2. LOVING YOU MORE AND MORE • 3:44 

3. STILL LIFE • 4:12 

4. HE TELLS HIMSELF HE’S HAPPY • 5:1 1 

All Songs Composed by Michael Franks 
All Songs Published by Warner-Tamerlane Pub. 
Corp. /Mississippi Mud Music Co.-BMI 


©1980 Warner Bros. Records Inc. 

a Warner Communications Company 
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SIDE 



I.PS 1 024 


!. Fill Me Now 

2. Don't Take My Cross 

3. Jesus Is Coming Soon 

4. Sweet, Sweet, Spirit 

5. The Lord's Prayer 


RECORDINGS 


SIDE 2 


featuring 

THE ENVOYS 



LPS 1024 


I. Lost, Searching, Found 

2. He Looked Beyond My Fault 

3. Life Is Worth Living 

4. I Know The Old Rugged Cross 



Distributed By 
Super Power Records 
4714 Church Avenue 
Brooklyn, N.Y. 11023 
(718) 2 82 — 7709/7842 
Fax: (718) 469-8056 
Telex: 4973708SUPERUI 


Produced,& Arranged by 

Carlton Barrett 

Exec. Prod.: Count Shelly 

Pub.: 1091 

Musicians: 

Dennis The Menace 


Track Taken From His Upcoming Album 


ELLA ME BACILAR 

(Teaser) 

(Adapted) 

NANDO BOOM 
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Distributed By 
Super Power Records 
4714 Church Avenue 
Brooklyn, N.Y. 11023 
(718) 282 — 7709/7842 
Fax: (718) 469-8056 
Telex: 4973708SU PERU I 


Produced Si Arranged by 

Carlton Barrett 

Exec. Prod.: Count Shelly 

Pub.: 1991 

Musicians: 

Dennis The Menace 


SIDE AA 
SRD 38 


Track Taken From His Upcoming Album 


ELLA NO ME PUEDE BACILAR 

(Teaser) 

(Adapted) 


pill 




JN 800 
SIDE 1 
33 1/3 RPM 


CANTA: LUIS MANUEL AND HENRY HIERRO 

AUTOR: CAUSTRE 
ARREGLOS: HENRY HIERRO 



Productors: 
JUAN & NELSON 


“Felicitaciones" 


Distributed by: 
JUAN & NELSON 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718) 485-5770 
FAX: (718) 486-5790 




Productors: 
JUAN & NELSON 


Pelaita («*> 

CANTAWISTMANUEL 
AUTOR: D.R. 

ARREGLOS: HENRY HIERRO 


Distributed by: 
JUAN & NELSON 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
FAX: (718) 486-5790 
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JUAN JOSE 


PI 32 

SIDE 1 
33 1/3 RPM 
STEREO 




Productor: 
PRO IMAGEN 








"PORQUE 


Ml ALMA LLORA" 

(El Greco) 


Arreglos: Abel Dinoblle 


PRO IMAGEN RECORDS 
(212) 569-1184 
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JUAN JOSE 



PRO IMAGEN RECORDS 
(212) 569-1184 


JN 1002 
SIDE 1 
STEREO 
33i/3 RFM 



RECORDS 

CUCO VALOY 



"DESILUCION" 

(Salsa) 

CANTA: CUCO VALOY 
CON LA "TRIBU" 

Distributed by: Juan & Nelson 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718)486.5770 
Fax: (718)486-5790 


PRODUCTOR 
CUCO VALOY 


RECORDS 


JN 1002 

SIDE 2 
STEREO 
331/3 RPM 


CUGO VALOY 
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PRODUCTOR 
CUCO VALOY 


MAMI DAME LO MIO” 

(Merengue) 

CANTA: CUCO VALOY 
CON LA "TRIBU" 

Distributed by: Juan &. Nelson 
524 Grand Street 
Brooklyn, NY 11211 
Tel: (718)486-5770 
Fax: (718) 486-5790 
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MUDS 

ORQUESTA JOUEN 


SIDE 1 
33 1/3 RPM 
STEREO 
©@1992 


CONTIGO 

Canta: Dennis 
Autor, Arr: Ramon Rosario 

Distributed By: 

Juan & Nelson 
524 Grand St. 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
Fax: (718) 486-5790 



ORQUESTA JOUEN 


CONTIGO 

Canta: Dennis 
Autor, Arr: Ramon Rosario 

Distributed By: 

Juan & Nelson 
524 Grand St. 
Brooklyn, NY 11211 
Tel: (718) 486-5770 
Fax: (718) 486-5790 


Fludinpila 

THE BRASS BAND 

LIVE AND IN DEBT 


AR 8705- A (22:11 1 | 


1. JERICHO ROCK 

R. Meyers— arr. by S. Riffkin 4:34 

2. B.B.P.I. 

F. Steiner/ H. Mancini/M. Norman — arr. by S. Riffkin 3:54 

3. WE BE BEIGE 

singing Eighteen with a Bullet 
P. Wingfield — arr. by J. Aron/B. Leach/G. Wallace 5:20 

4. LOS BRASSO BANDITOS 

A. Dominguez/A. Barroso/Z. Abreu — arr. by S. Riffkin 5:13 

5. ORANGE BLOSSOM SPECIAL 

E.T. Rouse — arr. by P. Chauvin/The Brass Band 2:57 



I SIDE 

® 1987 Audiopile Records 


Produced by Bud 'n Porker 



fludinpils 

THE BRASS BAND 

LIVE AND IN DEBT 


i . .. .. 

8705-B (18:16) f \ SIDE 

1 ■ . ■ V-, © ‘1987 Audiopile Records 

V 


1. ZAMPA OVERTURE 

« L. Herold — arr. by P. Chauvin 6:14 

2. THE IMPOSSIBLE SLIME 

M. Leigh/R. Rogers/O. Hammerstein — arr. by P. Chauvin 4:55 
additional lyrics by The Brass Band 

3. BOLERO 

M. Ravel — arr. by G. Wallace 6:39 
Produced by Bud 'n Porker 





STEREO 
33% R.P.M. 



MARGIN CONTROL 

SIDE 1 



No 


VI 






GREAT MUSIC V 
BY RUSSIAN COMPOSERS 

Khachaturian 

1. ARMENIAN DANCES 5:56 

FREDERICK FENNEIL,. Eastman Wind Ensemble 


MARGIN CONTROL 

SIDE 2 


STEREO 
33 Vs R.P.M. 

Borodin 

2. OVERTURE TO "PRINCE IGOR" 11:16 

ANTAL DORATI. LONDON SYMPHONY ORCHESTRA 

3. MARCH FROM "PRINCE IGOR" 6:06 

Gliere 

4. RUSSIAN SAILORS DANCE 3:28 

Shostakovich 

5. POLKA FROM "THE AGE OF GOLD" 2:16 

FREDERICK FENNELL, Eastman-Rochester “Pops” 
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TAUJKEHTCKW?I 3ABOA MM.M.T.TAUJMyXAMEAOBA 

MOHO V 33 


rOCT 5289-80 

M 20-391 15 



1 


fp. 2. 1-20 


JIMflMfl Pyc/IAHOBA 

PyctKwe necHM 

Bb!XO>Ky O^MH 51 HA AOPOry, c/i. M. JlepMOHfDbd 
no MypoMCKOPi aopowke 
PPH AOJ1HHE KyCT KAJIHHbl 
M3B03HMHEK. 3X, MATyLUKA 
HAC /\A no HACy. K0J1X03HA51 nOilbKA 
CeKCTer ^omp n ,/y H. Hexpacooa (1, 2) 

Ahc. Hap. MHcip. n /y H. Henpacoaa (5) 
foe, pyc. Hap. opK. n/y A- Ocnnoifl (3, 7) 
h JlyKOBMXMH (6ana/iaMKa) # H. CaAoauMKoa (6o»nj 
O. MdKCdKOB (KOHUepTHHO) (4, 6) 

BunycK 1987 r. 



TAUIKEHTCKMM 3ABOA HM.M.T.TALUMyXAMEflOBA 

MOHO V33 


rOCT 5289-80 

M20 39116 



rp. 2. 1-20 


J 1 MAMSI PyCAAHOBA 


PyccKMe necHM 

ME>K BbICOKHX XJIEBOB^ 3ATEP5mOC51, c/i. H. HexpacoBa 

>KMBET MO/i KPACOTKA 
K0J1X03HA51. 3A PEHEHbKOPt AMBO 
KAJIHHYLUKA. BO KY3HM4E 
CTapMHHbie BanbCbi 
BEPE3KA (E. AP6m3mh) 

OCEHHMfl COH (A. A*<ofic) 

CeKCTOT aomp n/y H. Hexpacoaa (1), 
n /y A. CeMeHOBa (3), A. KoMJieB (axxopAeoH) (3) 
Ahc. Hap. hhctp. n/y H. Hexpacosa (2) 

Toe. pyc. Hap. opx. n/y A- Ocnnoia (4) 

Ahc. po>K 6 MHMKOB n/y A. Cy/iMMOBa ( 5 , 6 ) 

OpK. n/y C. TopMAKOBa (7, 8) 

Bunycic 1987 r. 
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AugustsUPtiussie" Clarke 
for Anchor Recording Co. Ltd. 

56 Slipe Rd., Kgn 5, Ja. W.l. 
Tel: (809)92-92074 

^ ©1988 Anchor 

ft Recording Co. Ltd. 

W © Dubplate Music (P.R.S.) 




Qist, by: ^ 

V.P, Records 
170 21 Jamaica Ave., 
Jamaica, New York 
Tel. (718)291-7058 


SINCE YOU CAME INTO MY LIFE 

(M. Bennett) 

SUGAR MINOTT 
& J.C. LODGE 

Recorded and Mixed at 
Music Works Recording StudiodgSPfl 
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? V.P. Records 
3f 170 21 Jamaica Av* 
o. Jamaica, Np>* Yor k 
Tei. sr i 8)291 -7058 


Augustus "Gussie' Clarke 
Anchor Recording Co. Ltd 
55 Slipe Rd„ Kgn 5, Ja. vy.l. 
Tsh (809)92-92074 

0 1988 Anchor 
Recording Co. L'd, 

© Dubplate Music (P.R.S 


Side B 


Si 


. Bennett) 




& J. C. LODGE 

. 

Recorded and Mixed at 
Music Works Recording Studi 
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Distributed By 
VP. RECORDS DIST. 
89-05 138 STREET. 
JAMAICA. N.Y.1 1435. 
1-7058 


(C)(P)1993 
Produced By: 
STONE LOVE 

''PRD-5184-A 


VP. OF FLORIDA. 

5893 S.W.21 stSTREET. 
W. HOLLYWOOD. 

FL. 33023. 

(305) 966-4744 


SHOULD A DEH YAH 


JIGSY KING 




Distributed By 

VI s . RECORDS DIST. 

05-05 130 STREET. 

J/WAICA, N.Y.11435. 

(710)291-7058 

Ahd. 

VI OF FLORIDA. 
5893 S.W.21 ttSTREE 
W. HOLLYWOOD. ^ 
FL. 33023. f 

(305)966-4744 
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(C)(P)1993 
Produced By: 
STONE LOVE 
VRPD-5184-AA 


WOMAN A MOVE 


SABA TOOTH 
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NINA BENA 

SWEETHEART" 


After Dark Promol 2 
7701 0-1 2-DJ-A 



NINA BENA 

"SWEETHEART 

After Dark Promo 12' 

7701 0-1 2-DJ-B 
33-1/3 RPM 

1. AFTER DARK MIX 

2. DRUMAPELLA 

3. ROB RAZOR SHOP MIX 

Produced, Arranged & Mixed 
by Carlos "After Dark" Berrios 


PROMOTIONAL COPY 
NOT FOR SALE 
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BV 22888 




LEROY 




PLAYS BEST AT 

33 Va rpm 








1. HoldjaClosa(3:42) 2. Ain’lNothin’ (3:25) 3- Take Heart (4: 35) 
4. Thought It Was a Dream (3:54) 5. I Gotta Know (4:40) 

All songs written by LeRoy 

©® 1987 Broken Records 
© Anteater Tunes/ASCAF 
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[j- Black Vinyl Records 

Rvvor ds • 2269 Sheridan 



PLAYS BEST AT 

33 ’/} 


RPM 


1. Feel Electric (3:51) 2. IBeShakin’ (4:17) 3. One More Piece (4:3 
4. Shadow of a Doubt (3:59) , 5. They Said (3:09) 


All songs written by LeRoy 

©® 1987 Broken Records 
© Anteater Tunes/ASCAP 



Black Vinyl Records 


(> rds • 2269 Sheridan 



"SONGS 


TI3-340C2 

S8DE ONE 



Tp-fl 


n 



KEY OF LIFE 




2645-S 

<p) 1976 Motown 
Record Corporation/ 
Trademark Motown 
Record Corporation 


1. LOVE'S m NEED OF LOVE TODAY (S. Wonder) 7:05 

2. HAVE A TALK WITH GOD 
(S. Wonder-C. Hardaway) 2:42 

3. VILLAGE GHETTO LAND (S, Wonder-S. Byrd) 3:25 

4. CONTUSION (S- Wonder) 3:45 

5. SIR DUKE <S. Wonder) 3:52 

Produced, Arranged and Composed 

By STEVIE WONDER 

Of MOTOWN ««»» **' 





ist 


SONGS IN THE KEY OF LIFE" 


T1 3-340C2 
SIDE FOUS 


STEVIE WONDER 


2648-S 

® 1976 Motown 
Record Corporation 
Trademark Motown 
-core' Corpora n 


1. NGICULELA-ES UNA HISTORIA-I AM SINGING 
(S. Wonder) 3:48 

(Zulu Translation By Thoko Mdalose Hall Spanish 
Translation By Raymond Maldonado) 

2. IF IT’S MAGIC (S. Wonder) 3:11 

3. AS (S. Wonder) 7:07 

4. ANOTHER STAR (S. Wonder) 8:19 

Produced, Arranged and Composed 

By STEVIE WONDER 


>*0 


° UCT Of MOTOWN RfcCOfc 0 




m THE KEY OF LSFE 


// 


STEVIE WONDER 


T13-: 

SIOE 


'© 


2&46-S 

<p) 1976 Motown 
Record Corporation/ 
Trademark Motown 
Record Corporation 


1. S WISH (S. Wonder) 4:12 

2. KNOCKS ME OFF MY FEET (S. Wonder) 3:35 

3. PASTIME PARADISE (So Wonder) 3:20 

4. SUMMER SOFT (S. Wonder) 4:16 

5. -ORDINARY PAIN (So Wonder) 6:22 

Produced, Arranged and Composed 

By STEVIE WONDER 

° D ° CT Or MOTOWN RtCO*® 6 



"SONGS IN THE KEY OF LIFE 



T13-340C2 
SIDE THREE 


STEVIE WONDER 

* 




2647-S 

@ 1976 Motown 
Record Corporation 
Trademark Motown 
Record Corporation 


1. ISN’T SHE LOVELY (S. Wonder) 6: 13 

2. JOY INSIDE MY TEARS (S. Wonde ) 6:29 

3. BLACK MAN (S. Wonder) 8:29 

Produced, Arranged and Composed 

By STEVIE WONDER 

" OF MOTOWN 



SIDE 1 

STEREO 

RA-3052 



TITO RODRIGUEZ 
EN PUERTO AZUL 


1. ALMA LLANERA 
(P. Gutierrez) 

2. BESOEXTRAnO 
(T. Rodriguez) 

3. LA POLLERA COLORA 
(Madera- Choperena) 

4. ELTIRABUZON 
(L. Cruz) 

5. ELCRITICOM 
(T. Rodriguez) 

® © 1977 by West Side Latino 
Records Corp. 


^ lottos CORP, new 


SIDE 2 
STEREO 
RA-3052 


X 






TITO RODRIGUEZ 
EN PUERTO AZUL 


1. EN PUERTO AZUL 
(C. Guerra) 

2. NO SUEnES DESPIERTO 
(T. Rodriguez) 

3. SI Ml CORAZON PUDIERA 

(R. Manrique) 

4. ELTROMPO 

(H. Santos) 

5. CHARANGA CON BOSSA NOVA 
(T. Guerra) 

© © 1977 by West Side Latino 


Records Corp. 


>flJ0 ^COROS CORP, NEW 
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plStRVED-UNAUrHOft/Sfo 
r.i AUO • THE OE CCA ftfr, 


(ZAL. 12807) 


STRAVINSKY : THE RITE OF SPRING 

FIRST PART: 

THE FERTILITY OF THE EARTH 


PIERRE MONTEUX 

conducting the 

PARIS CONSERVATOIRE ORCHESTRA 


© 1963 


fltCORD prohibited 
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STEREO 


SPEED 33-4 



3: 

C/> 




(ZAL 12808) 

STS.15318 


STRAVINSKY THE RIT! Of SPRING 

SECOND PART: 

THE SACRIFICE 


PIERRE MONTEUX 

conducting the 

PARIS CONSERVATOIRE ORCHESTRA 



® 1963 


SECOND PROHIBITED 



SIDE 

ONE 


STEREO 


S80-1347A 


3334 

RPM 


Jubal(3:05) Hal Atkinson 
And Sarah Laughed (3:07) Janys Boelke 
Noah Knew (2:54) Chad Mitchell 
Jonathan (2:15) Chad Mitchell, Janys Boelke 
Job (4:05) Chad Mitchell 

Mary, Mary, Mary (3:59) Janys Boelke, 

^ Michelle Barber, «. 

Marilyn Sieber ^ 


-7 
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°/V- 


(29381) 


I SIC., 905 PM** ^ 
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SIDE 

TWO 


STEREO 


The Rock (3:28) 
Zacchaeus (2:25) 



S80-1347B 


33/3 

RPM 


Judas I (3:38) 
Stephen (3:48) 
Simon the Magician (2:28) 
y o^ Jesus Loves (3:00) 


Joshua Weaver, Candy Anderson 

Hal Atkinson, Janys 
Boelke, Chad Mitchell 

Hal Atkinson 

Janys Boelke 

Hal Atkinson 

Hal Atkinson, 

Janys Boelke, 

Chad Mitchell 
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(29381) 


INC., 905 PA^ ^ 
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Produced by: 

Jay Stone 

All selections written by 
Frank Lembo / Jay Stone 
Music / ASCAP 


SIDE 1 
STEREO 
SC-7001 
33 1/3 RPM 
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V. *c t- - rt 'm '•■■'■ 11 • 

SEEING RED 

1. Yellow Pages 4:: 

2. The Urge 3:07 

w B ™ Aafek BdB A w ■ m m:. §■ 
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Chant 26 3: 


® & © 1988 Stonecold Records Co. 
P.O. Box 717 Asbury Park, N.J. 
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Produced by: 

Jay Stone 

All selections written by 
frank Lembo / Jay Stone 
Music / ASCAP 


... ' 


SIDE 2 
STEREO 
SC-7001 
33 1/3 RPM 




SEEING RED 

4. Tiger in my Bed 3:45 

5. U-Boy 2:59 

6. Plastic on the Inside 2:21 


® & © 1988 Stonecold Records Co 
P.O. Box 71 7 Asbury Park, N.J. 
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T. HIS ONLY DARLING 

2. JOY TO THE WORLD 

3. IT CAME UPON A MIDNIGHT CLEAR 

4. WHILE THE SHEPHERDS WATCHED THEIR FLOCKS 
5 I HEARD THE BELLS ON CHRISTMAS DAY 


THE PHIPPS FAMILY 


Record No. 

MER 128 

(1075) 

Oid Time Christmas 
Singing with 
Auto-Harp & Guitars 





Record No. 

MER 128. 

(1076) 

Old Time Christmiois 
Singing. with 
A<i*fprHorp & Gjuitars 


33 ? /3 


BMI 


Pine Mt 








i'V'V 


1. SILENT NIGHT 

2. OH COME ALL YE FAITHFUL 

3. AWAY IN A MANGER 

4. HARK HERALD THE ANGELS SING 

5. BEAUTIFUL STAR OF BETHLEHEM 


THE PHIPPS FAMILY 





634-S-NLP-2071-A 

Special 

Collectors Edition 


EMOTIONS 

ly 

Reno and Smiley 


S-NLP-2071 

33 'h RPM 

STEREO 


% 






1. EMOTIONS 

(Don Reno}-Lois-BMI 

2 . LET'S LIVE FOR TONIGHT 

(Don Reno) 

3. GREEN MOUNTAIN HOP 

(Don Reno) Lois-BMI 

4. IF IT TAKES ME A LIFETIME 

(Red Smiley) Lois-BMI 

5. OLD HOME PLACE 

(Reno & Smiley) Lois-BMI \ 


0r dihg « pub. C0..1W.,*® 1 

2S7- 




S-NLP-2071 

33 '/% RPM 

STEREO 


3 v >.,. 


1. YOUR TEARS ARE JUST INTEREST ON THE LOAN 

(Don Reno) Lois-BMI 

2 . I'M GONE, LONG GONE 

(Reno-Smiley) lonal-BMI 

3 , CHINESE RREAKDOWN 

(Del Wood) Starday-BMI 

4 . DRIFTING WITH TNI TIDE 

(Reno-Smiley) Lon»l-BMI 

PLEASE DON'T FEEL SORRY FOR ME 

(Don Reno) loif-BMI 




WOODY SIMMONS 
"All Smiles Tonight" 



RECORI )S 




ER 002 

(36651) 


1. West Virginia Highway (2:14) 

2. Home Brew Rag (2:16) 

3. Honeymoon Waltz (2:45) 

4. Mitchell's Clog (2:00) 

% 

5. Sugar Tree Stomp (2:27) 

6. Paris Waltz (3:43) 

7. Cotton Baggin' (2:54) 



o 0 cO^ % 

erberry 


WOODY SIMMONS 
"All Smiles Tonight" 



RECORDS 



1. Natural Bridge Blues (1:57) 

2. Sugar In the Gourd (2:03) 

3. I'll Be All Smiles Tonight (2:52) 

4. Smokey Mountain Rag (2:10) 

5. Devil in Georgia (2:14) 

6. Susie's Band (3:12) 

7. Sweet Bunch of Daisies (3:32) 

8. Liza Jane (2:43) 


ER 002 

(36651) 




FE 37633 t if » SIDE 1 

STEREO V AL 37633 

©1981 CBS Inc. 

1. YOU CAN'T TREAT LOVE THAT WAY 3:09 -D. McBride - 
C. Kearney- (ASCAP)/(BMI)/(PROCAN)/(CAPAC) 

2. RUNNIN’ AROUND 4:13 -B. King- (PROCAN)/(CAPAC)/(BMI) 

;3. FAST LIVIN’ 4:04 -D. McBride- (PROCAN)/(CAPAC)/(BMI) 

4. THERE WAS A TIME 3:35 D. McBride - C. Kearney- 
, s (ASCAP) (BMI)’(PROCAN) (CAPAC; 

.b : 5. SHOOTOUT IN THE PARKING LOT 

4:31 -B. King- (PROCAN)/ 










INA LET 
ROCAN 

3:48 -B 







BIG TIME BLUESMAN 

ISAAC SCOTT 


SIDEB 



MINI-9054 

(M-20900-B) 


1. DON’T LET MY BABY RIDE 3:26 
(Wright/ Mallone) Duchess Music (BMI) 

2. LET MY MIND RUN BACK (Scott) 4:46 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

3. FEAST GOIN’ ON (Scott) 4:07 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

4. ON THE ROAD AGAIN (Scott) 2:58 
Marinwood Music Co./ 

Ferry Boat Music (ASCAP) 

A First American Production 
® & © 1982, First American Records, Inc. 
Manufactured and Distributed by 
First American Records, Inc. 

73 Marion Street 
Seattle, WA 98104 USA 
All Rights Reserved 


BIG TIME BLUESMAN 

ISAAC SCOTT 


SIDE A 



MIM-9054 

(M-20900-A) 


1. LISTEN TO THE BLUES (Scott) 5:16 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

2. STAN DIN’ ON THE OUTSIDE (Scott) 2:47 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

3. HELP (Lennon-McCartney) 3:17 
Maclen Music Inc. (BMI) 

4. SEATTLE BLUES (Scott) 2:17 
Marinwood Music Co./Ferry Boat Music (ASCAP) 

5. MOONBELLY (Scott) 4:26 
Marinwood Music Co./ 

Ferry Boat Music (ASCAP) 

A First American Production 
® & © 1982, First American Records, Inc. 
Manufactured and Distributed by 
First American Records, Inc. 

73 Marion Street 





Pocketwateh Paul 


& The Rhythm Rocket 


SIDE A 


Just Askin 
Let's Do It Again 
Long Legged Woman 
Human Man 
Get In Trouble 
Gettin' On A Buzz 



& The Rh> 


]ard Blues 
5 On Girl 
Is My Lover 
o You Feel 
o Choo 





ALAN PRICE 
THE HOUSE OF THE 
RISING SUN 


SN-7126 
SIDE ONE 

STEREO 

@1981 Audio 
Leasing Corporation 


1. THE HOUSE OF THE RISING SUN • 5:16 
(Alan Price) Al Gallico Music Corporation-BMI 

2. I'M COMING BACK » 3:15 

(Alan Price) American Jarrow Music, Inc.-BMI 

3. MR. SUNBEAM • 3:15 

(Alan Price) American Jarrow Music, Inc.-BMI 

4. LOVE YOU TRUE • 3:52 

(Alan Price) American Jarrow Music, Inc.-BMI 

5. PERFECT LADY • 2:57 

(Alan Price) American Jarrow Music, Inc.-BMI , 
Produced by Bones Howe 


TOWN 


HOUSE 






°* P 0* 4 T ( ON 


39 WES' 







ALAN PRICE 
THE HOUSE OF THE 

RISING SUN 


SN-71 26 
SIDE TWO 
STEREO 
® 1 981 Audio 
Leasing Corporation 


1. WAKE UP! ® 3:48 

{Alan Price) American Jarrow Music, Inc.-BMI 

2. THE LOVE THAT I NEEDED • 2:57 
(Alan Price) American Jarrow Music, Inc.-BMI 

3. I HAVE TRIED • 3:30 

(Alan Price) American Jarrow Music, Inc.-BMI 

4. DON'T MAKE ME SUFFER # 3:30 
(Alan Price) American Jarrow Music, Inc.-BMI 

5. MUSIC IN THE CITY * 3:08 J 

(Alan Price) American Jarrow Music, Inc.-BMI 
Produced by Bones Howe 


p OftAT/ON 39 



"THE GOOD DR. JACK” 


t Longtp] 
c Music 


Stereo 

Longtail Music 
BMI 

Side One 
410052A 


LT37-5225 


1. HIGHWAY COMES A CALLIN’ (3:13) 

2. I’LL BE KINDER (4:51) 

3. LONGTAIL (5:10) 

4. HARBOR NIGHTS (3:58) 

5. BROOKLINE STATION (3:45) 


All Songs Written by J.P. Polidoro, Ph.D. 

©1984 

All Rights Reserved 


*Longt$U 
c Music 


TM 


LT37-5225 


IBBMXDIEILISSIE 


"THE GOOD DR. JACK” 


Stereo 

Longtail Music 
BMI 

Side Two 
410052B 


TAKE IT OFF (3:56) 

ROAD SIGNS (3:39) 

WINN MOUNTAIN (3:35) 
GOODBYE BLUE EYES (3:10) 
OH, NEW HAMPSHIRE (5:52) 


All Songs Written by J.P. Polidoro, Ph.D. 

©1984 

All Rights Reserved 



SIDE 1 

33% RPM 


R-712 

STEREO 


GEORGE WRIGHT 

1. MADEIRA 

2. HOW COME YOU DO ME LIKE YOU DO 

3. AUNT BLANCHE’S BOOGIE 

4. LA BORROCHITA 

5. COOL TANGO 

6. SHE’S FUNNY THAT WAY 

7. BEER BARREL POLKA 



33V3RPM 



GEORGE WRIGHT 


1. UNDER PARIS SKIES 

2. THAT HONKY TONK MELODY 

3. PAVANE 

4. RAGGING THE SCALE 
WRAP YOUR TROUBLES IN DREAMS 
6. THE CACTUS POLKA 



I M ELITES 


DADDY'S HOME 2:47 (Wra. Miller-J. Sheppard) 
HNom Music, lnc.-BMI) 

2. THIS I KNOW 2:26 <|. Sheppard) 

(Nom Musk, lnc.-BMI) 

I. READY FOR YOUR LOVE 2:46 (|. Sheppard) 
(Nom Musk, lnc.-BMI) 

4. YOU'LL BE SORRY 1:55 (|. Sheppard- 
(C. S. Bassett, |r.-Chas. C. Baskerville) 
l (Nom Musk, lnc.-BMI) 

5. WHAT DID DADDY DO 2:38 (J. Sheppard) 
(Nom Musk, Inc.-BM'I) 

6. CEE BABY, WHAT ABOUT YOU 2:23 
'<]. Sheppard) (Nom Music, lnc.-BMI )“ 

A property of Nom Musk, Inc. 

Dist. exclusively by Roulette Records, Inc. 


by roulette 




MORE OLDIES 


by roulette 


R-25350 

t( RLP-489-B) 


"‘‘ v . 1 

k W- 


331/3 


RPM 


1. OUR ANNIVERSARY 2:34 (|. Sheppard) 
(Nom Music, Inc.-BMI) 

2. WHO TOLD THE SANDMAN 2:33 (J. Sheppard) 


(Nom Music, Inc.-BMI) 

3. THREE STEPS FROM THE ALTAR 2:15 
(J. Sheppard) (Nom Music, Inc.-BMI) 

4. OH WHAT A FEELING 2:40 <|. Sheppard) 
^ (Nom Music, Inc.-BMI) 

5. STICK BY ME AND I'LL STICK BY YOU 2:13 
'(|. Sheppard) (Nom Music, Inc.-BMI) 

6. I'M A HURTIN' INSIDE 2:43 
(|. Sheppard) (Nom Music, Inc.-BMI) 

A property of Nom Music, Inc. 

DIst. exclusively by Roulette Records, Inc. 


NASHVILLE, TENNESSEE 


CARL STORY 
GET RELIGION 



1. WHY DON'T YOU HAUL OFF 
(AND GET RELIGION) 

PD (Arr. T. Hill) Power Play Music BMi 

2. LORD LEAD ME ON 

PD (Arr. T. Hill) Power Play Music BMI 

3. GLORYLAND WAY 

PD (Arr. T. Hill) Power Play Music BMI 

4. WE SHALL MEET SOMEDAY 

PD Arr. T.Hill) Power Play Music BMI 

5. AN EMPTY MANSION 

PD Arr. T.Hill) Power Play Music BMI 

6. UNCLOUDED DAY 

PD (Arr. T. Hill) Power Play Music BMI 

@19 7 5 Gusto Records Inc.-Power Pak 



f=>OWEF=t 

F=V\K 


NASHVILLE, TENNESSEE 


CARL STORY 
GET RELIGION 



PO-272 B 


1. NEW JERUSALEM WAY 

PD (Arr. T. Hill) Power Play Music 8MI 

2. YOU CAN’T BELIEVE 

PD (Arr. T. Hill) Power Play Music BMI 

3. I FEEL LIKE TRAVELIN’ ON 

PD (Arr. T. Hill) Power Play Music BM' 

4. I CAN TELL YOU THE TIME 

PD (Arr. T. Hill) Power Play Music bMI 

5. GIVE ME THE ROSES 

PD (Arr. T. Hill) Power Play Music BMI 

6. JUST ONE WAY TO THE GATE 
PD (Arr. T. Hill) Power Play Music BMI 

® 1975 Gusto Records lnc.-Power Pak 

Nashville, Tenn. 




SPOTLIGHT ON VAUGHN MONROE, 
TED WEEMS and Ofi-RIN TUCKER 


SIDE ONE \ 

770334 : / 

> f 
* 

v 

s.. 

• . \ 

Vaughn Monr oe Palladium 194 7 

1. WE COULD MAKE SUCH BEAUTIFUL MUSIC 

TOGETHER 

2. IT'S A LAZY DAY 

3. AND SO TO BED 

4. MY BLUE HEAVEN 

5. THE THINGS WE DID LAST SUMMER 

Ted Weems, El Patio Ballroom, Denver 
Colo., Aug. 22, 1945 

6. ON THE ATCHESON TOPEKA and SANTA FE 

7. THERE'S NO YOU 


JOYCE 

LP-4Q04 


to YC P 

J' 


' ■ - . • - 




SPOTLIGHT ON VAUGHN MONROE, 
TED WEEMS and ORRIN TUCKER 


SIDE TWO 
770334 


/ 



JOYCE 
L P-4004 


Broadcast continues 

1. ON THE SUNNY SIDE OF THE STREET 

2. ON THE MONTANA PLAINS 

3. 9:20 SPECIAL 

Orrin Tucker, Mark Hopkins Hotel, 

San Francisco, CA 1947 

4. IS IT TRUE WHAT THEY SAY ABOUT 

DIXIE 

5. BLESS YOU 

6. MINAGUA NICARAGUA 

7. I'LL CLOSE MY EYES 

8. I NEED LOVIN' 

9. WHO'S SORRY NOW 



B L O £• 


r 






V N 


BLUE HEAVEN RECORDS 

LEGENDS 

VA UGHN MONROE AND HIS ORCHESTRA 
CANDLELIGHT AND WINE 

l = lnstrumental, V.C.:V.M.= Vaughn Monroe N.S.= 


Norton Sisters D.P.= Del Parker 
SERIES VI VOL. I 
SIDE A 






BH-6-601 
CP 1092A 




1. CANDLELIGHT AND WINE 
(Miller) (AS) VC:V.M. 

2. BALLYHOO 

(Mundy) (BVC— AS) Inst. 

3. TABBY THE CAT 
(Dickinson-Gibeling)(Leeds-AS)VC:N.S. 

4. BOSTON ROCKER 
(C.S.) Inst. 

5. SOMEONE TO LOVE 
(Danks) (C.S.) VC:V.M. 


X 


e 


o 


o 


'Nr a 9 ^ 

5- p . O . BO / 9 



8 ^ 





\ 



SIDE 1 

AL 36526 

© 1975, 1976 
1980 CBS Inc. 

1. DINDI 5:40 -A. C. Jobim - R. Gilbert - L. Oliveira- 

2. CHILD OF LOVE 3:30 -J. Lucien- 

3. YOU BEEN AWAY TOO LONG 3:35 

-B. Ighner- 

4. CREOLE LADY 5:25 -J. Lucien- 

\ I'll 5. SOUL MATE 5:30 
' ll -J. Lucien- 


JC 36526 

STEREO 




bus: 


* • 




BEST 

OF JON LUCIEN 


\ 


\ 


m 






1. MAIDEN VOYAGE 5:48 -H. Hancock - J. Hancock- 
■■ 2. GAKU 6:07 -J. Lucien- 

3. HELLO LIKE BEFORE 4:25 -B. Withers - 

J. Collins- 

4. FOLLOW YOUR HEART 3:15 
-J. Lucien- 
I COULD 
-J. Li 




f 


/ 


Count Basie Jam Session 


Side 1 
Stereo 


23 10-750- A 
(PP-1909) 



at the Montreux Jazz Festival 1975 

Count Basie 

1 Billie's Bounce (Parker) 11:45 
2 Festival Blues (Basie-Jackson-Griffin- 
, Eldridge-Pedersen-Bellson) 10:53 



Produced by Norman Granz 



® 1975 PABLO RECORDS 



^ ^CA Records, N e 




Count Basie Jam Session 
2310-750-B Side 2 

(PP-1910) M ) Stereo 


at the Montreux Jazz Festival 1975 

Count Basie 


Lester Leaps In 
(Young) 16:06 


Produced by Norman Granz 


@ 1975 PABLO RECORDS 


nQ suouo snoi 





mu% records 


locM' oH 


Ut °RISATI0N, 


LA DUPLICATION, LA 


MR 5096 


FOOTPRINTS 
PAT MARTINO 


33 TOURS 


1. THE VISIT 4 33 

(P. Martino) (Germar Pub. /Kama Sutra Music) BMI 

2. WHAT ARE YOU DOING THE REST OF YOUR LIFE ? 7'18 
(M. Legrand-A. Bergman-M. Bergman) 

(United Artist Music) ASCAP 

3. ROAD SONG 5'42 
(W. Montgomery) (Taggie Music) BMI 


© 1975 Muse Records 


SACEM 


£ CSDRM) 


33NVHJ N/ 3Q\/yj 



TOUS DROITS 00 



MR 5096 



33 TOURS 


w ^0f in FRANCE. 




Black and Blue SARL 



M. de Villers/M. Fosset 

mfimFR A — m ” t h * 


AA - , 

t * ' :v S. \ • 
v°° l T,\.V 
i \'\{\ A. v? a>! x • 

n CAceat •'> ' 


« HERSHEY BAR 


Hershey bar (E 


rossei 

i i * I • . V 'i 'i • ! . • \ , 't ■*■■<■ i*. A •» t 

• . 7 *VV‘/ f V'V'/v <3 

. Bond) 5'35 1 WvV A' 

JLI f >* 1 *T V- f / < ) • VI ; i. •'* ) I * *i t 1 I ' ' .f • v *' <*■ 

ie Parker) 5 ' 2 |V/; 01 f M.Vl.'.A! " 

> .v*U?,:» i\n •’./ a 
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and Blue SARL 
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SACEM 
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r* 1 ,1 f r . iU • « 

1 V? S 1 ■ i * 

r-A\r ( v. f -i 
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33 t. 
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(INEARTHED MASTERS - VOL. 


(Charlie Parker/Coleman Hawkins/George Auld) 


1. Koko 6:08 

(Charlie Parker) 

2. You’ve Got Me Cryin' Again 2:50 

(Coleman Hawkins) 

3. Can Anyone Explain? 2:50 

(Coleman Hawkins) 

4. Air Mail Special (take one) 3:00 

(George Auld Sextet) 

5. Air Mall Special (take two) 2:50 

(George Auld Sextet) 

6. Be My Love 232 

^ (George Auld Sextet) 


SIDE A 
JAM 5006 


1/3 


33 


RPM 



UNEARTHED MASTERS - VOL I 


(Charlie Parker/Coleman Hawkins/George Auld) 


SIDEB 
JAM 5006 


1 . Taps Miller 2:50 

(Gecrge Auld Sextet) 

2. What’s New? 228 

(George Auld Sextet) 

3. You Made Me Love Again 2:1 0 

(George Auld Sextet) 

4. Out of Nowhere 3:05 

(George Auld Sextet) 

5. Seh! Seh! (take one) 2:34 

(George Auld Sextet) 

6. Seh! Seh! (take two) 2:34 

(George Auld Sextet) 




SHEILA JORDAN/HARVIE SWARTZ DUO-PA 8038-N-OLD TIME FEELING 

SIDE ONE (TOTAL: 22:17) 

1. I MISS THAT OLD TIME FEELING (4:04) 

(H. Swartz) Ondine Music / ASCAP 

2. SLEEPING BEE (4:24) 

(H. Arlen-T. Capote) Harwin Music /ASCAP 

3. HOW DEEP IS THE OCEAN (4:00) 

(I. Berlin) Irving Berlin Music/ASCAP 

4. THE THRILL IS GONE (4:02) 

(L. Brown - R. Henderson) Chappell & Co. / ASCAP 

5. TRIBUTE (Quasimodo) (5:27) 

(C. Parker -S. Jordan) Duchess Music /BMI 

© 0 1983, Palo Alto Records & Tapes 
A division of Benham Mgmt. Int'l. 

755 Page Mill Road 
Palo Alto, CA 94304 


15 








POLO filTO RECORDS 


SHEILA JORDAN /HARVIE SWARTZ DUO- PA 8033-N-OLD TIME FEELING 

SIDE TWO (TOTAL: 22:02) 

1. IT DON'T MEAN A THING (3:21) 

(D. Ellington - 1. Mills) Mills Music / ASCAP 

2. LAZY AFTERNOON (8:06) 

(J. Moross-J. LaTouche) Chappell & Co. /ASCAP 

3. WHOSE LITTLE ANGRY MAN ARE YOU (2:37) 

(J. Woldin-W. Britten) Blackwood Music /BMI 

4. LET'S FACE THE MUSIC AND DANCE (4:50) 

(I. Berlin) Irving Berlin Music f ASCAP 

5. SOME OTHER TIME (2:48) 

(L. Bernstein *A. Green -B. Comden) 

Warner Bros. /ASCAP 
© © 1983, Palo Alto Records & Tapes 
A division of Benham Mgmt. Int'l. 

755 Page Mill Road 
Palo Alto, CA 94304 
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GXY-5106 


RED GARLAND/RON CARTER/ 
PHILLY JOE JONES 
CROSSINGS 

1. SOLAR 5:07 

(Miles Davis) Prestige Music-BMI 

2. RAILROAD CROSSINGS 5:21 

(Ron Carter) Retrac Productions, Inc.-BMI 

3. NEVER LET ME GO 5:15 

* (Evans-Livingston) Famous Music-ASCAP 

4. 0LE0 5:15 

(Sonny Rollins) Prestige Music-BMI 

/>. 01978 Galaxy Records . , 

^ (GXY-5106-A) 

^^Msy®RECORD s - 




1. BUT NOT FOR ME 7:00 

(George & Ira Gershwin) New World Music-ASCAP 

2. LOVE FOR SALE 11:26 

(Cole Porter) Warner Bros. Music-ASCAP 

® 1978 Galaxy Records 
(GXY-5106-B) 




Warwick 


. 9 

VI 






( 


“The 


W2040 

61-Z-13 

33H R.P.M. 


1. SECRET LOVE (Webster-Fain) 

2. THIS NEARLY WAS MINE (Rodgers-Hammerstein 2nd) 

3. MY MAN’S GONE NOW (From The Motion Pic. 
“Porgy & Bess”) (Heyward-Geishwin) 

4. DO NOTHIN’ TILL YOU HEAR FROM ME 

(Russell-Ellington) jjjp 

5. CARAVAN (Ellington-MillS^Tizol) 

NAT WRIGHT***" r W 

V, ; 

A *IS R££0RD PRO#® 6 " 




‘The Bigj 


W2040 

61-Z-14 

33^4 R.P.M. 


1. JOHNNC ONE NOTE (Hart-Rodgers) 

2. I GOT IT BAD AND THAT AIN’T GOOD 

ter-ETIingtoif) 

3. YOU LET MY LOVE GROW COLD (Robbil 

4. SOPHISTICATED LADY 
{Ellington*MHl$-Parish) 

5. JOSHUA (Wrights 

X*. 

NAT WRIGHT 


** A *TS JtECORD PROBttC''^ 


RMtfi 


SANCHEZ 

Perilous Time 




I. Black Princess 2. I Who Have Nothing 3- Perilous Time 


4 . Babylon Wall 5* Picture On The Wall 


Artists Only! Records 580 Broadway, Suite 910, New York, NY 10012 
All rights reserved Unauthorized duplication is a violation of applicable laws, 
copyright: 1999. printed in Canada 



SANCHEZ 

Perilous Time 





^ 

V 

V 

Side 2 !!| 


\ i 




\ 

/ 


I.ForYou 2. Sip My Chalice 3. Never Ending World 
4 . Don’t Dis The Woman 5* Rest Your Head On My Shoulder 


Artists Only! Records 580 Broadway, Suite 910. New York, NY 10012 
All rights reserved Unauthorized duplication is a violation of applicable laws, 
copyright: 1999. printed in Canada 






5 RECORDS 

"BOBOTS" 

The Dialect of 
PAUL KEENS-DOUGLAS 


Dis Bajan Girl 
Last Lick 
Peltin' 

De Sugar Problem 


Publishers: Good Vibes Records & Music Ltd. 
All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting 
and copying of this record prohibited. 

Made in Barbados * 

k.AII tunes composed by Paul Keens Dougla^d 


RECORDS 


n 


BOBfiJS" 
c5Talec 


The Dialect of 
PAUL KEENS-DOUGLAS 


Side Two 


PKD 006 

(F) & © 1983 


'Tanti An’ De Fire 
Windjammers 
De Dry Bones 


Publishers: Good Vibes Records & Music Ltd. 

All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting, 
and copying of this record prohibited. 

Made in Barbados 

II tunes composed by Paul Keens Douglas 



NG-720 

©1981 


LADO A 
33 1/3 RPM 
STEREO 



NG-720 

© 1981 



NEW GBfitATION RECORDS 


LUIS PERICO ORTIZ 
Lo Mejor De Luis Perico Ortiz 



1. - DE PATITAS 5:56 
(Ramon Rodriguez) 

2. - SE LLORA Y LLORA 5:26 
(Ramon Rodriguez) 

3. - LO QUE DUELE MAS 5:01 

(Charytin Goyco) 

4. - ALLI MORIRE 5:43 
(Luis Ortiz) 


LAOD B 
33 1/3 RPM 
STEREO 


ONE MORE TIME WITH FEELING 

DAMITA JO 



LN 24164 

NONBREAKABLE 


SIDE 1 


XEM 110306 


1. AIN’T NOTHIN’ WRONG WITH THAT -C.T. Young- 

2. SHOW ME A MAN (I can Look Up To) -R. Clark- 

3. WHISPERING GRASS (Don’t Tell The Trees) 

-F. Fisher - D. Fisher- 

4. SOMETHING YOU GOT -C. Kenner- 

5. I ALMOST LOST MY MIND -I.J. Hunter- 

6. GOTTA TRAVEL ON -T. Six - L. Ehrlich - 
D. Lazar - P. Clayton- 


Produced by Bob Morgan 



LN 24164 

NONBREAKABLE 


SIDE 2 

XEM 110307 


1. I NEED YOU SO -I.J. Hunter- 

2. I FOUND A NEW BABY -J. Palmer - S. V 

3. MAKE SOMEONE LOVE YOU -M. Garson 

4. TOMORROW NIGHT -W. Grosz - S. Cosl< 

5. MY HEART TELLS ME 

-M. Gordon - H. Warreni- 

6. THAT OLD GANG OF MINE 

-B. Rose - M. Dixon - R. Henderson 


Produced by Bob Morgan 


SD 1312 



THE GENIUS OF RAY CHARLES 

1. LET THE GOOD TIMES ROLL 
Theard-Moore 

2. IT HAD TO BE YOU— Kahn- Jones 


ATLANTIC 


3. ALEXANDER’S RAGTIME BAND 
Irving Berlin 

4. TWO YEARS OF TORTURE 
Mayfield-Morris 

5. WHEN YOUR LOVER HAS GONE 
E. A. Swan 

6. DEED I DO— Hirsch-Rose 



(ST-A-59161) 



SD 1312 








THE GENIUS OF 


CHARLES 


JUST FOR A THRILL 
Armstrong- Raye 

YOU WONT LET ME GO 
Allen-Johnson 


ATLANTIC # 


SIDE 


TELL ME YOU’LL WAIT FOR ME 
Brown 

DON’T LET THE SUN CATCH 
YOU CRYIN’— Joe Greene 

AM I BLUE— Clarke-Alcst 

COME RAIN OR COME SHINE 
Mercer-Arlen 

(ST-A-59162) 




HS-6Q0-123 


DIZZY GILLESPIE GOES HOLLYVi 

\\ Produced by Hal Mooney 

V\ Arranged by Billy By* 

VV 1. MAIN THEME FROM “‘EXODUS” - 2: 

2. MOON RIVER F rom CJ Breoi kfast At T iffany's 

3. CAE5XR and CLEOPATRA THEME From 
CenturY'-Rox Film Production Cleopatra^/ 

\ 4/ b^^OF WINE AND 


'°OR; MERC^ P 


V * 


TEREO 







DyZZY GILLESPIE GOES HOLLYWOOD 

y Produced by Hal Mooney 

\ Arranged by Billy Byers 

\\l « MORE Theme From a8 Mondo Cane** • 2:43 / 

V\2. LOVE THEME FROM LOLITA -2:44 /J 
3.XHEME FROM PICNiC From The Columb*^ 
\X V Picture aa Picnic ,# - 2:21 /v 
X^vNEVER ON SUNDAY - 3:0^0^ 

5, TM-EMEj 1 R OM LAWR ZH&’SrjZf 


\ 6. CARIOCA (FLYING DOWN T< 

C o~. RIO) -2:53 




OR: MERCO’ 







CHRIS MONTEZ 


1. AY NO DIGAS- 

Chris Montez, Billy Meshel 

2. SOMEBODY LOVES YOU- 
Chris Montez, Billy Meshel 

3. AMOR Y PAZ- 

Chris Montez, Billy Meshel 

4. CUANTAS VECES- 

Chris Montez, Billy Meshel 

5. YESTERDAY I HEARD THE RAIN 
A. Monzonero, Gene Lees 

©1974 CBS, Inc. 


ironies Inc. by C° 










CHRIS MONTEZ 


CYS 1411 
STEREO 


SIDE 2 

(CYS 1411-BS) 


1. NO ONE KNEW- 

Chris Montez, Billy Meshel 

2. MONA LISA- 

Jay Livingston, Ray Evans 

3. DOLORES, DOLORES- 
Chris Montez, Billy Meshel 

4. HEART AND SOUL- 

Frank Loesser, Hoagy Carmicha 

5. A LITTLE BIT OF SOAP- 
B. Russell 

81 ©1974 CBS, Inc. 


i* *<>*, 









GftESO 

RECORDS 
NEW YORK 


JULIO JARAMILLO 

GRASACION — ONIX — ECUADOR 



Hi Fidelity 


1. RONDAND© TU ESQUINA 

(Chariot fiolere Tange 

a. DE UN VIEJO AMOR 

3. QUEMA ISAS' CARTAS 

Censentin®) Veils • ■ 

4. PSNSANDO EN Tl 

(A. Stale*) vet* 

5. SICtETO AMOR M*** 




RECORDS 
NEW YORK 


JULIO JARAMILLO 

GRA8ACION — ONIX — ECUADOR 


PM*.- 109 
LA DO 8 



1. DEBEMOS SEPARARNOS 

(Mario Cavagnaro) Vais 

2. CARTA A MI M ADR E 

(B. Capo) Bolero 


3. RECORDANDO UN PASADO 

(S. Santiesteban) VaU 

4. ADIOS AMOR 

(IK. Caceda) Vais 


5. CORAZON NO LLORES 

(R. Hernandez) Bolero 



-■q’ ■ 

v' •• f'ib ' S' 

POST OFFICE BOX 521 
NASHVILLE. TENNESSEE 372( 




' 1 




4. INTO THE WOODS MY MASTER 




5. I'M ON MY JOURNEY HOME 


>E IN USA 










POST OFFICE BOX 521 
NASHVILLE. TENNESSEE 3 


R 766-238 


S LADDER 


A CLOSER WALK WITH THEE 
SINNER MAN 


MADE IN 







23 S 


'03 O 
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enact j 


(/)«n«oa 


■a — — 

- Qj 


Claudel - 
HONEGGER 

LA DANSE 
DES MORIS 

Oratorio 

Dialogue — Danse des morts 
Lamento — Sanglots — 

La r6ponse de Dieu - 
Esp6rance dans la Croix — 
Affirmation 

JEAN-LOUIS BARRAULT, Le Recitant 
CHARLES PANZERA, baryton 
ODETTE TURBA-RABIER, soprano 
ELIETTE SCHENNEBER6, mezzo soprano 

ORCHESTRE DE LA 
SOCIETE DES CONCERTS 
DU CONSERVATOIRE 

CHORALE YVONNE GOUVERNE 

direction : 

CHARLES MUNCH 

violon solo : 

Andr6 Pascal 

® 1941 

Path6 Marconi EMI 


03 
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HONEGGER 

SYMPHONIE N° 2 
POUR ORCHESTRE 
A CORDES 

1. 1 er Mouvement : 
molto moderato 

2. 2eme Mouvement : 
adagio mesto 

3. 3eme Mouvement : 




LITTLE GIRLS IN BLUE 


ORIGINAL MOTION PICTURE SOUNDTRACK 

1 . OVERTURE 

THREE UTTLE^QIRLS IN BLUE... Vocal Group 
A FARMER’S LIFE ISATVER^ MERRY LIFE...Vera-Ellen, 
June Haver and Vivian Blaine 

2. ON THE BOARDWALK (in Atlantic City) lune Haver, 

Vivian Blaine and Vera-Ellen 

3. THREE LITTLE GIRLS IN BLUE (Reprise). ..June Haver, 
Vivian Blaine and Vera-Ellen 

4. OH MY LOVE. ..Vocal Group 

5. I LIKE MIKE.. .Vera-Ellen 

6. SOMEWHERE IN THE NIGHT..Vivian Blaine 

7. IF YOU CAN'T GET A GIRL IN THE 
SUMMERTIME... George Montgomery and June Haver 

Lyrics by Mack Gordon, 

Music by Josef Myrow “This Is Always," 

Music by Harry Warren 
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ORIGINAL MOTION PICTURE SOUNDTRACK 

1 . YOU MAKE ME,FEEL SO YOUNG. ..Vera-Ellen, 


Charles Smith and Vocal Group 

2. THIS IS ALWAYS. ..June Haver and 

George Montgomery 

3. ALWAYS THE LADY. ..Celeste Holm 

4. FINALE.. .Cast 


Lyrics by Mack Gordon, 
Music by Josef Myrow 
"This Is Always," 
Music by Harry Warren 


THE WHIZZ KIDDS 



HOW MANY HEARTBREAKS ? 
GET THE FEELING 
STOLE YOUR HEART 
COME AND SEE ME 


©® 1 982 R.i.m.a. Records 



RRB-001 


THE WHIZZ KIDDS 


©® 


982 


R 


Records 


rn 
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SIDE TWO 


YOU GOT ME GOING 
GO AND SAY GOODBYE 
THE SONG YOU WROTE 
YOU CAN STILL ROCK 



Side One 
1C 2048 

* 1976 INNER CITY 


KENNY DREW TRIO 


Morning 


1. Evening In The Park 

(K. Drew) 

2. Autumn Leaves 
(Cosma) 


Licensed by 
Steeplechase Records 

Produced by Nils Winther 


INNER CITY 


££0° V 


V 



Side Two 
1C 2048 

® 1976 INNER CITY 


KENNY DREW TRIO 


Morning 


1. Morning 
(P. Carsten) 

2. Isn’t It Romantic 
(Rodgers/Hart) 


'' Licensed by 
Steeplechase Records 

Produced by Nils Winther 


INNER CITY 




STAN GETZ 

and 

j. J. JOHNSON 

at the 

OPERA HOUSE \ 

■ 



1. BILLIE'S BOUNCE 
(Parker) 

Savoy Music Co.-BMI 

2. MY FUNNY VALENTINE 
(Rodgers- Hart) 

Chappell & Co., Inc.-ASCAP 

(Under the personal supervision of Norman Granz) 


MG V-8265-A 

(50,584) 

C °^0s / I NIC M A° e 





1. CRAZY RHYTHM 

( Meyer- Kahn-Caesar) Harms, Inc. - ASCAP 

2. YESTERDAYS 

(Kem-Harbach) T. B. Harms, Co. -ASCAP 

3. IT NEVER ENTERED MY MIND 
(Rodgers- Hart) Chappell & Co., Inc. -ASCAP 

4. BLUES IN THE CLOSET 

(Rettiford) Orpheus Mus., Inc. BMI 

(Under the personal supervision or Norman Granz) 


MG V-8265-B 

(50,585) 

°*DS, INC. MAOt 


STAN GETZ 

and 

1. J. JOHNSON 

at the 

OPERA HOUSE 


. 




Freddy Kenton-miiagros-Los hiios 
merengues caiientes 


TH-AM 2397 
©1986 


LADO A 
33 1/3 RPM 
Stereo 


1. -Samba Palenque / Freddy Kenton 
(Joaquin Torres) Arr. Ramon Orlando 
2.-Curucuchu / Los Hijos 
(Emilia Herrera) Arr. R. Orlando 
3.-Quedate Con Ella / Milagros 
(R. Diaz) Arr. R. Orlando 
4.-La Cuca / Freddy Kenton 
(Eduardo Sanchez) Arr. Leo Pimentel 


S '#C. 10124 N W. 80 *''*• 



TH-AM 2397 
© 1986 


LADO 
33 1/3 RPM 
Stereo 





WARNING: These tracks am promotional reproductions 
only tor qualified professional disc jockeys and remix 
service subscribers adhering to the terms of the 
subscription agreement. Duplication, copying, reselling 
or any other misuse will result in criminal prosecution. 
(All rights retained by the ongmat label and/or producer. 
Not for commercial sale.) 


SIDE A STEREO 

pm r 


1. Err Time-Nelly Feat. Jung Tru & King^ Jacob 5:09 BPM 103 

(Nelly-Jung Tru-King Jacok)©2005 Universal 

2. Just A Lit Bit-50 Cent 4:53 BPM 97 

(C. Jackson-S. Storch)®2005 Shady, Aftermath, Interscope 

3. Loose Call-Missy Feat. Ciara 4:45 BPM 125 

(M. Elliot)©2005 Atlantic records 
DJ USE ONLY, NOT FOR PUBLIC 
DISPLAY OR COMMERCIAL USE 
ASCAP/BMI/SESAC 

WICKEDMIX.COM 
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1. The Jump Off-Marques Houston Feat. Ying Yang Twins 4:26 BPM 105 

(M. Houston-J. Smith-D. Holmes-E. Jackson-C. Love-L. Jefferson)®2005WEA International 

2. Hate It Or Love It (Remix)-Game 
Feat. 50 Cent & Mary J. Blige 4:52 BPM 100 

(J Taylor-C. Jackson-A. Lyon-M. Valenzano-M. Blige) 

02005 Aftermath-G UinMnterscope 

3. Don’t Act Right-Fantasia 
Feat. Jazze Pha 4:51 BPM 97 

(P. Alexander-J. Austin-Z. Wailace- 
C. Pettaway)®2005 J Records 
DJ USE ONLY, NOT FOR PUBLIC 
DISPLAY OR COMMERCIAL USE 
ASCAP/BMI/SESAC 
WICKEDMIX.COM 




“ LA PISCINA” 

CONJUNTO QUISQUEYA 


1- La Piscina 

CChico Alejandro] 

2- Garza Blanca 

CCCristobal Negron] 

3- Me Muero Por Ti 

CChico Alejandro] 

4- llarie 

(Cid-Guerriro / Dito-Ceninha] 

CEspanol) 


VIVO 


RECORDS 


VIVA-1 504 

License From: 
VIVA 




RECORDS 


“ LA PISCINA” 

com imto qui s q u e y a 


1 -mam* 

CD.RJ 

2- Porque Se Fue 

CPalito Ortega) 

3- Santa Barbara 

CCelina y Reutilio) 

4- La Bochinchera 

CChico Alejandro) 


c COBP.. 1 535 


33 1/3 RPM 
STEREO 


VIVA— *1 504 

License From: 
VIVA 
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LADO A 

M— 024 


RECORDS 


'> 1 -EL AUMENTO 

(D.R.)/Arr.: Bertico Sosa 

2 -Ml FRACASO 

(Juan Gabriel)/Arr.: Bertico Sosa 

3.— CONTIGO NO 

(A. Jaen)/Arr.: Daris 

4.— SEfilORA melancolia 

(W. Morales) 

Arr.: Daris 



£FJJ*LL>G Ilrfj-OUSL 




LADO B 

M— 024 


RECORDS 


1.-MUJERES CONMIGO VAN ACABAR 

(D.R.)/Arr.: Bertico Sosa 

2.-DUDAS 

(D. Verdaguer/A. Miguel/G. Carballo) 

Arr.: Daris 

3.-A Ml NO ME IMPORT A 

(Jos6 R. Flores)/Arr.: Bertico Sosa 

4.-NADIE COMO YO . 

(Zafiro)/Arr.: Daris , 





RANK 








Produced by: 
E. j. Robinson 
for Top Rank 
Records Ltd., 
Montego Bay 
Tel: 952-1216 


Made in Jamaica 
Distributed by: 
Dynamic Sounds 
15 Bell Road, 
Kingston 11, 
Jamaica. 

Ph: 923-9168 
923-91 38^ 
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SHARON PREGNANT AGAIN 


4 . 


(Dalton Undo) 

SCREW DRIVER 


0,r This reco«o»** 




Produced by: 
E. J. Robinson 
for Top Rank 
Records Ltd., 
Montego Bay 
Tel: 952-1216 


Made in Jamaica 
Distributed by: 
Dynamic Sounds 
15 Bell Road, 
Kingston 11 





Right Move 




Produced by : 

A. JOHNS 
Arranged by : 

E. PARKINS 
Distributed by : 

DYNAMIC SOUNDS 
15 Bell Road 


JOSEY WALES 
Disco 45 R.P.M. 
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Produced by : 

A. JOHNS 
Arranged by : 

E. PARKINS 
Distributed by : 

I DYNAMIC SOUNDS 

i 15 Bell Road 

L 


Version 


Disco 45 R.P.M. 





(Clay^Graham) Malaco Music, BMI/Clay Graham Assoc., B^ll 

2. Reach Out 4:30 

(Major Roberson) Malaco Music, BMIA/Volfe City 

3. Illusion 4:24 

(Major Roberson) Malaco Music. BMI/Wolfe City 

4. Old Ship 3:39 

(Traditional, arr. Major Roberson) Malaco Music, 
w Wolfe City Music, BMI 

5. Stay on the Line 3:50 
(Major Roberson) Malaco Music, BMI/ 

Wolfe City Music, BMI 




- V. 


1. Barnyard 9:43 

(Clay Grafaam) Malaco Music, BMI/ 
Clay Graham Assoc., BMI 

2. Tell the World 5:23 

(Ben Chandler) Malaco Music, BMI 

3. Are You For Real? 5:06 

(Clay Graham) Malaco Music, BMI/ 
Clay Graham Assoc., BMI 
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@©1987 MALACO INC 


tyfiUTED BY MAV> C ° 



LM 
2617 

(N2RP-2715) I 


\ 


© 


“HIS MASTER S VOICE” 

Verdi IL TROVATORE (Highlights) 
(Selected by the Metropolitan Opera) 


n Italian 







1 — ABBIETTA ZINGARA 2— TACEA LA NOTTE PLACIDA 

Act II 

3 — ANVIL CHORUS; STRIDE LA VAMPA! 

4 — M AL REGGENDO 
3 — IL BALEN DEL SUO SORRISO 
Giorgio Tozzi, Bass', Laura Londi, Sop. 

Leontyne Price, Sop.; Rosalind Elias, Mezzo-sop. 
Richard Tucker, Ten.; Leonard Warren, Bar. 

Rome Opera House Orchestra and Chorus 
Arturo Basile, Conductor 

(Recorded in Italy) 
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-*~~*~***^ "his MAsrtrs 

Verdi I L TROVATORE (Highlights) 
(Selected by the ?tropoutan Opera) 


in Italian 



Act III 

1 — AH, Si BEN MIO; D! QUELLA PIRA 

Act IV 

2— D'AMOR SULL'ALI ROSEE 
MISERERE; UDISTE? COME ALBEGGI 

3 — Al NOSTRI MONTI 

Richard Tucker, Ten.) Mario Carlin, Ten. 
Leontyne Price, Sop.’, Leonard Warren, Bar 
Rosalind Elias, Mezzo-sop. 

Rome Opera House Orchestra and Chorus 
Arturo Basile, Conductor 
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INTERMEDIA 
INTERMEDIA 
INTERMEDIA 

A Division of SOUNDWAVE, Inc 

JOE TURNER 

Rock This Joint 


SIDE ONE 

©© 1982 


QS-5008 



STORMY MONDAY BLUES 

Aaron (J Bone) Walke r 

ROLL ‘EM PETE 

Pete Johnson 

SHAKE, RATTLE AND ROLL 

C Calhoun 

WHEN THE SUN GOES DOWN 


P D j An Joe I urner 


f hr 


^edia recobds-^ 


INTERMEDIA 
INTERMEDIA 

A Division of SOUNDWAVE, Inc. 

JOE TURNER 

Rock This Joint 

v 

SIDE TWO 

©® 1982 

MORNING, NOON AND NIGHT 

C Calhoun • 

HIDE AND GO SEEK 

C: Calhoun . 

HOW LONG BLUES 

(P. D ) Arr : Joe Turner ' ’ 




MUSICAL HERITAGE SOCIETY 


ROMANTIC MUSIC for TWO PIANOS | 

225 STEREO 

\ 33 1/3 R.P.M 

Camille saint-saens 

Danse Macabre, Op. 40 
SERGEI RACHMANINOFF 
Tarantella 

EMMANUEL CHABRIER 
Trois Vaises romantiques 

Edith HENRICI & / 

Hans-Helmut SCHWARZ, Pianos / 





MUSICAL HERITAGE SOCIETY 


ROMANTIC MUSIC for TWO PIANOS 


STEREO 
33 1/3 R 


JOHANNES BRAHMS 
Variations on Theme of Haydn, Op. 56 b 
Duo di Heidelberg 
FRANZ LISZT 

Concerto Pathetique in E Minor 
Edith HENRICI & 

\ Hans-Helmut SCHWARZ, Pianos 



Origin 
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HERITAGE SOCIETY 




SflvEO- 
33 ! /a R.P.M, 

X$V 103704 


QUINTET FOR CLARINET AND STRINGS 
IN B MINOR, OP. 115 

1. AtlEGRC! 

2. ADAGIO 

3. ANDANTINO - PRESTO Nv v A«SAI, 
MA CON SENTINIENTO 

Jacques Lancelot, Clarinet 
Munich String Quartet 
Licensed ;iy c ?zi-i 


Sg£|fiUHB£jtl0i 


c °lum-bia 
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SACRED CHORUSES 


(M2RP-3587) 


JJAH CHORUS 
Y IS THY DWELLING PLACE 

:rimosa j 

ms: KYRIE 
d Orchestra 


Handel Messiah: HALLEL 

Brahms A German Requiem HOW LOVE 

. Mozart Requiem: LA 

\ Beethoven Missa Solen 

Members of The Clevelai 
The Cleveland Orchesl 
Robert Shaw. Com 

4. Sara Endich, Sop.', Florenc 
Jon Humphrey, Ten.: Thorna 

1 . 4:08 2 . 6:32 




(M2RP-3588) \ 

■ i 

V 

v 
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iCRED CHORUSES 


Haydn The Creation; THE HEAVENS ARE TELLING 
Mendelssohn Elijah; HE WATCHING OVER ISRAEL 

Schubert Mass in G : CREDO 

Bach St. Matthew Passion; REST WELL 

Members of The Cleveland Orchestra 
The Cleveland Orchestra Chorus 
Robert Shaw-. Conductor 

1. Sara Endich, Sop,; ion Humphrey, Ten. 
Thomas Paul, Hass 

1 4 :?1 2 . 4:09 



3 . 6:59 4 . 8:?3 



\ ^ 

■ \ 

I 

. k 

I SIDE 2 

1 RED SEAL 

a 

i 

/ 1 





/ 



1 LM 
i 2292 

(J2RP-7482) 


\ 



NEW ORTHOPHONIC 


Band 1— THE SOR R'S APPRENTICE 


Saint-Satns 

>HALE'S SPINNING WHEEL, o P .3l 


oston Symphony Orchestra 
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Long 

Play 



STRING QUARTET 
IN A MAJOR 
(K. 464) , 

j Side 1 

Ret. in Stuttgart 
30:10 min. 

Allegro 1 

Menuetto 

Andante 

Allegro non froppo 


HCR 5200A 





3 3 Vs 
rpm 



BARCHET QUARTET 

(REINHOLD BARCHET - WILL BEH * 
HERMANN HIRSCHFELDER - 
HELMUT REIMANN'i 



N- 


S. 




A© 


V© 


# 

/ 








& 


n< ^ Mineola, L.l*» 




MOZART 

STRING QUARTET 
IN C MAJOR 


Long hcr 5200 B 

Play 


(K. 465) 



Side 2 

Rec. in Stuttgart 
28:41 min. 


33 % 

rpm 


Adagio - Allegro 
Andante cantahik 
Menuetto (Allegretto) 
Allegro molto 



BARCHET QUARTET 

(REINHOLD BARCHET - WILL BEH - 
HERMANN HIRSCHFELDER - 
HELMUT REIMANN) 





'HIS MASTEt'S 


EIN HELDENLEBEN, 
("A Hero's Life 


Boston Symphony 
Erich Leinsdorf, C 
oseph Si I verstei n , 




El N HELDENtEBEN, Op. 40 
("A Hero's Life”) 

Concluded 

Boston Symphony Orchestra 
Erich Leinsdorf, Conductor 
loseph Silverstein, Violin Solo 
James Stagiiano, Horn Solo 
20:48 



TEARS ON MY PILLOW 


Wo$<f tnftipr 
1st Moor. 2 I 
Clivers Park R 
Lohdon NW |l 
01- 965^4# 7 


Prince Jazzbo 
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° AN ^ESERVADOR TODOS LOS 





" QUE SUENE LA FLAUTA " 
PACHECO Y SU CHARANGA 

vol, m 




LPS-99.082 
(JM AS 6016) 


LADO A 
Stereo 


QUE SUENE LA FLAUTA (Victor Manuel Hemindez) — 2.- 
PITA CAMION (D. en D.) — 3.- EL PINAZO (J. Pacheco-R. 
Calzado) — 4.- MENTJRAS CRIOLLAS (Felix Chappotin) — 

5.- VUELA LA PALOMA (Felix Reina) / Producido por: 

A1 Santiago A “ Special Projects ” Re-Issue 
Productor Ejecutivo: Jerry Masucci 
(P) M CM LX XVIII, Alegre Records, U.S.A. 


COp IA. LOCACION (AL0U1LEBI V 




^ Dan Re SERVADOR TODOS LOS 


" QUE SUENE LA FLAUTA " 
PACHECO Y SU CHARANGA 
VOL. Ill 


LPS-99.Q82 
(JMAS 6016) 




LADO B 
Stereo 



ACUYUYE (J. Pacheco) — 2.- ROSALIA (Gil Suarez) — 3.- 


CARALLO (A. Cruz) — 4.~ CACHJTA (Rafael Hem&ndez-R. 
Sancristobal) — 5.- ALTO SON GO (L. Martinez Grin an) / 
Producido por: A1 Santiago — A “ Special Projects ” Re- 

Issue - Productor Ejecutivo: Jerry Masucci - ^ 

(P) MCMLXXXVIII, Alegre Records, U.S.A. 




(M. Gregory) 

PRODUCED BY BIROL MARSHALL & ERROL LEWIS FOR "FEB. THE BEAT 
RECORDED AT SONIC SOUND RECORDING STUDIO 
MIXED AT MIXING LAB BY COUN "BULBY" YORK 
PUBLISHED BY: WARNER CHAPEL MUSIC LTD. 

MADE IN ENGLAND. © 1997 GREENSLEEVES RECORDS LTD. 








, ROBBIE & 
IRE TAXI GANG 

582 B«i . „ 


ROBIN HOOD 


(E. Marshall/ E. Lewis) 


PRODUCH) BY BIROL MARSHALL & ERROL LEWIS FOR "FEEL THE BEAT" 
RECORDED AT SONIC SOUND REC0RDIN6 STUDIO 
MIXED AT NIXING LAB DY COLIN "DULBY" YORK 
PURUSHHI BY: GRENSUEVES PUBUSHNG LTD. 

MADE IN ENGLAND. ® 1007 GREENSLEEVES RECORDS LTD. 





Produced By: 
Devon Garnett 
Mi*ed By: 
Phillip Smart 




GAL DiLERION 
(Peter Metro) 


^ Rights Reserved 


3218 Church Ave. 
Bklyn., NY 11226 
(718) 469-9351 




Produced By: 

Devon Garnett 
Mixed By: 

Phillip Smart 

XtX~2 £ f$~8 < f s ' 


KISSING YOU 
(Willo Wilson; 


AH Rights Reserved 


Distributed By: 
Barry u Records 
3218 Church Ave. 
Bklyn., NY 11226 
(718) 469-9351 




33»/3 RPM 


LPG-3055 
Cara A 


ESTA 


LA MIRABAL 

MIRABAL 

Arreglos y Direction de Julio Gutierrez 

1 — GRACIAS A Tl (Coqui Navarro) 

2 — LA GRAN CIUDAD (Luis Rey) 
v 3 — TU DESTINO (Julio Gutierrez) 

4 — YO RIEZO POR Tl (B. Bacharach-B. Collazo) 
'S — VIVE FEL'fZ (F. Lai-J. Gutierrez) 
0-^RUEGO A SANTA BARBARA 
^(EduLobo-J. Gutierrez)''^ 






0,st - GEM * SS** 

h 4ve. N.Y.C. N.Y- 


C<* 





33% RPM 




LPG-3055 

Cara 6 


ESTA ES LA MIRABAL 

GLORIA MIRABAL 

Arreglos y Direccion de Julio Gutierrez 

1— EL ROSARIO DE Ml MADRE (Mario Cavagnaro) 

2 — EL ERA Ml AMIGO 
(Massiel-Jose Luis de Pablo) 

3 — AMO (Julio Gutierrez) 

4— 4^4 SE NAME A OLVIDAR (A. Alcalde) 


5 — EL AMOR HA LLEGADO (A. Sotto) 
6— DUBEQL'E DUBLIN (R. Fuentes-i. Curi) 


1 0th't Dist ■ b y 

’’•Awe. N.Y.C. N.V- JVJ 



SOUND 
RECORD CO. 


SR 

© 1986 


The Pili-Pili Band 

Starring Sterling Bailey 

Hot . . . Hot. . Hot . . . / 




SR-1 

© 1986 



SIDE 2 

331/3 rpm 


/. To Be New Wave You Must Be Brave / 2:35 

2. Bad Girl / 2:47 

3. Black & White / 4:02 

4. Beach Boulevard / 7:17 

5. Special / 4:18 

Produced by 

BILL FADELEY 

Published by Dania Rene 
Publishina Company 
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THE TOP 
BARBERSHOP 
CHORUSES 
OF 1979 


STEREO 
33 1/3 RPM 
RH 60279 

International Champions 
Dallas Vocal Majority 

How Could You Believe Me — It’s A Sin 
To Tell A Lie (Medley) 

For The Sake of Auld Lang Syne 
Second Place — Alexandria Harmonizers 
I’ve Found My Sweetheart Sally 
Margie; No, No, Nora; My Blushing Rosie 
(Medley) 

Third Place — Minneapolis Commodores 

Midnight Rose 
Meet Me In Rosetime Rosie 
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rOV)RM> EMENT 


OF 


BA *8£o 




Side 


2 


THE 


TOP 


BARBERSHOP 


CHORUSES 


OF 


1979 


STEREO 
33 1/3 RPM 
BH 60279 


Fourth Place — Phoenicians 
’Cross the Mason-Dixon Line 
Loading Up The Mandy Lee 
Fifth Place — Southern Gateway 
If You Had All The World And It’s Gold 
All Aboard For Dixie Land 
Sixth Place — Arlingtones 
When Lindy Comes Home 


recordw* 



^coum 6EMENT 


OF 
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Side 


3 


THE 


TOP 


BARBERSHOP 


ORUSES 


STEREO 
33 1/3 RPM 
BH 60279 


Seventh Place — Denver Mile Hi Chorus 
Mandy and Me 
Eighth Place — Heart of America Chorus 
Ring Out The Bells In Dixieland 
Ninth Place — Alabama Jubilee 
Old Fashioned Girl 
Tenth Place — Speed Capitol Chorus 
Ride The Railroad Tonight 
Eleventh Place — The Coastmen 
If All My Dreams Were Made of Gold 
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CHORUSES 
OF 1979 



STEREO 
33 1/3 RPM 
BH 60279 


pw j Twelfth Place — Wonderland Chorus 
It’s Opening Night On Broadway 
Thirteenth Place — East York Barbershoppers 
ijjljr On The Old Dominion Line 
W Fourteenth Place — Racing City Chorus 
^ A Open Up The Golden Gates To Dixieland 
Jm Fifteenth Place — Rose City Close Harmony 
'“nre Music Men 


Sixteenth Place — Southerntiersmen 


You Ain’t Heard Nothing Yet 

Finale — Keep The Whole World Singing 
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5594 N.OBT.Ste 117 | 
Orlando, FL. 32810 “ 

1. Southern Style 3:46 BPM 129 Fade 3 

2. Southern Trance 5:45 BPM 133 Fade J£ 

3. Southern Style (Ride Out) 3:49 BPM 97 Fade ^ 


% 


Exec Prod. - Toddy Tod & Luis "Sugar" Delgado 
Prod, by Shaun "Oummi" Fisher/Co. Prod, by Toddy Boar 
Eng. & Mix. by Brett Stuart Track 1A-1B-3B/AII Songs Eng. & 
Mixed by O. Spot/Eng. Ass. by Sean Lewis & Shaun 


"Oummi" Fisher/Mast at FullerSound - Rod Fuller 
Recorded at Powerhouse Studios & Tropical 
9 Still Studio with John Smith AKA Island Bear < 
4/j Mixed at Gulfstream Studios .«v 

„**-*** 




SIDEB 


5594 N.OBT.Ste 117 „ 
Orlando, FL. 32810 j 


1. Southern Style (Edit) 3:59 BPM 129 Fade 

2. Southern Style (Urban) 5:03 BPM 70 Fade j 

3. Southern Style (Vocals) 3:43 BPM 129 Fade < 

r* 

Exec Prod. - Teddy Ted & Luis "Sugar” Delgado 
Prod, by Shaun "Gummi" Fisher/Co. Prod, by Teddy Bear 
^ Eng. & Mix. by Brett Stuart Track 1 A-1 B-3B/AII Songs Eng. & 

Mixed by G. SpotfEng. Ass. by Sean Lewis & Shaun ^ 

"Gummi" Fisher/Mast at FullerSound - Rod Fuller 


Recorded at Powerhouse Studios & Tropical 
V, Still Studio with John Smith AKA Island Bear -p 
^ - Mixed at Gutfstream Studios .nv 
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THE SAVANNAH COMMUNITY CHOIR 

Directed by E. L arry McDuffie 

'Come To M e^/SatisfaMjon Guaranteed 


BL-9606 

BL-9606-A 


1. COME TO ME (Barbara Williams. Lead) 

(3:56, Isaac Douglas/Sesac) 

2. SATISFACTION GUARANTEED (Esther Perkins, Lead) 
(2:55, E. Perkins/Four L Music, Sesac) 

3. PATIENCE (Violet Darlington, Lead) 

(4:50, Ruby Jenkins/Four L Music, Sesac) 

4. I THANK YOU LORD (Barbara Williams, Lead) 
(3:55, Rev. A. Wright/ Alright Music, BMI) 
Produced by Shannon B. Williams 
<8> © 1982 HSE OF 

V AMERICA, INC. , 








THE SAVANNAH COMMUNITY CHOIR 

Oiractod^-E^acty McOuffi* 

'Come To Me //Satisfaction Guaranteed" 


BL-9606 

BL-9606-B 


Side Two 


1 . LORD YOlPVS-B££firOOOD TO ME 
(E. Larry McDuffie, Load) 

(4:39, E.L. McDuffie- Four L. Music, Sasac) 

2. CANT STAY AWAY FF JM YOU (Sadia Parkins. Laad) 
(4:10, Isaac Douglas/ Sasac) 

3. WHAT A FRIEND (The Choral Ensambla) 

(4:00, PD-Arr: C. Williams) 

4. IT'S RUNNING TIME (Claranca Williams, Laad) 
(2:51, C. Williams/Four L Music, Sasac) 


5. SINNER (Violat Darlington/ Esthar Parkins, Laads) 


(3:02, E. Parkins/Four L Music, Sasac) 
Produced by Shannon B. Williams 
© © 1982 HSE OF 
AMERICA, INC. 




°ISr. BY: MCA 
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WORLD DESTINY 4.30 

(Gielen & Ingor) 
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Produced by Van der Meer & tnger 
Published by BE’S Songs 199a 
Made in Belgium 


1c, MI vs* 
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